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THE NORTHERN SUNG PERIOD 
(i) Poiilical Eemts. ConJ^on State Philosophy. Taoist Qppositimt 

It is generally admitted that the Sung dynasty marked a culmination In the 
de\'eIopnient of the pictorial arts in China and that its accomplishments in 
literature, philosophy, and other branches of intellectual and spiritual culture were 
hardly less important. This very high estimate of the arts, and particularly of 
painting, during the Sung period may, however, be influenced by the fact that so 
very few paintings by the great masters of T'ang and earlier times have survived, 
while many of the leading artists of the Sung period may still be appreciated in 
their original creations. We may still become subject to the spell of their genius 
and recognize their brush-work and modes of expression. They stand closer to os^ 
in every respect than the great masters of earlier epochs, which, however, is no prool 
that they had reached a higher level as creative artists. 

The historical division of the Sung period in two parts of almost equal length, 
known as the Northern Sung (9^^^—t and the Southern Sung (1127—12/9), was 
by no means only of political importance; the retirement of the government from 
K‘ai-feng to Hang*chou and the abandonment of Northern China to ^e Chin 
Tartars 'had a far reaching influence also on cultural and ardstic activities, and 
caused a change in spiritual and aesthetic ideals. In order to understand^ thb 
it may* however* be necessary to recall briefly some of the outstanding political 
events which form the framework of the history of the Sung dynasty. 

After a short initial period of reunification and expansion during the reign of 
the first emperor, T‘ai Tsu (960^76), the new empire became the butt of dangerous 
attacks by some of the northern Irorder states, and instead of making a stand and 
fighting the invaders to finality, the rulers and leaders of the nation over and over 
again sought to purchase peace by offering gold and silk, oxen, hoews* and royal 
princesses to the threatening enemy. On every new occasion, the Chinese had to 
mcrease their offers. Still more d^gerous was the method soon introduced of 
making an alliance with one enemy in order to fight another. It was like opening 
the sluices for a tributary river while trying to fight a flood lower down. 

The principal enemies of the Sung empire were the Tungoslan and Tangut 
tribes at its northern and western borders and, later on, the Mongols, The first 
were organized first in the Liao kingdom and then in the Chin empire; the second 
in the short-lived but very extensive Hsi Hsia state, and both were finally wip^ out 
by the Mongol avalanche. The wars started at the end of the tenth century In the 
reign of the second Sung emperor, T*ai Tsung (976-99^)* yfttt continued 

during the fidlowing century with intervals of peace, which, however, contributed 
litde to the strength of the empire. By the successive treaties in 1004 with the Liao, 
in 1042 with the Hsi Hsia, and in 112 7 with the Chin, the Chinese became obliged 
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to pay ever Increasing annual indemniiies and to cede certain terntories to their 
victorious neighbours. The last, which involved not only targe demands of silver 
and gold and territory but also the delivery of the whole imperial family into 
captivity, saw the final capitulation of the Northern Sung dynasty. **VVith this sad 
procession of emperors, nobles, and ladies of the royal household (to a number of 
3,000), led by a savage and victorious army into a strange land, ends the first drama 
of the great Sung d)'nasty.” ^ 

The second part, vihicfa was enacted in the South, where the Chinese had rallied 
around the new imperial capital in Hang-chou, might have coded in a less 
inglorious fashion, if a stronger enemy had not appeared in the field. The Chin 
had been pacified not only by the large indcmtiiUes of land and money, but also 
by an ev'cr increasing cultural influence from the Chinese, They ruled over the 
northern half of the country down to the Huai and the Han rivers, and they 
showed no intention of encroaching upon the territory of the Southern Sung 
empire after the conclusion of the peace treaty of 1141. Their government in Yen- 
ching (Peking) became, as a matter of fact, almost as Chinese as that of Hang-chou, 
since they* adopted the national customs, traditions, and language of the country, 
and employed Chinese olficials. Buddhist art enjoyed a renew’cd period of activity 
under their protection, and ycn-ching became a city of imperial splendour. But 
the relatively peaceful conditions which prevailed during the second half of the 
twelfth century were completely upset at the beginning of the next century by the 
irresistible oiunarch of the Monels, 

The slowly developing political tragedy of the Sung dynasty was to some extent 
counterbalanced, and at certain moments Interrupted, by the creative forces w'hich 
became manifest not only in literature and art, but also in pliilosophy and in 
political and social reforms. Fresh departures and new ideas were applied in many 
fields, and though some of them were only of temporaiy' importance, others 
remained in force long after the fall of the dynasty and became important factor? 
in the future development of Chintse civilization. 

This is true, for instance, with regard to the civil adiuinistration introduced by 
the founder of the dynasty, who txansfeired most of the executive power from the 
military to the civil authorities. China became now, and remained until recent 
times, a country where the mllitar)' authorities had very little influence on the 
government, which was mainly entrusted to a class of learned officials selected 
through state examinations. These examinations, which ever since have formed 
the backbone of Chinese officialdom, existed since the Han period, but their 
appheation had been more or less dependent on the general philosophical and 
religious tendencies of the rulers. There had been times when Buddhist thought or 
Taoist mysticism had more influence on the selection of high officials than 
knowledge of the Confucian classics and skill in literary compositions. But 
now, at the beginning of the Sung era, they were systemadzed according to the 

* CT J. Maicgiiwaji, History cf Chino. S hang hai^ 1906, p. 396. 


2 







A HISTORY OF EARLY CHINESE PAINTING 

most rigorous Confuciaii principles. Xhc government of the stste as well as the 
life of the citizens were regulated in adherence to the fundamental moral teachings 
of the great Sage. Tlie educational system, the principal aim of which was to 
prepare for the state examinations, was built on the inculcation of filial piety, 
absolute obedience to superiors, loyalty to the emperor, and veneration for the 
ancient traditions of the country. It involved a strong national reaction, which by 
no means became diminished through the adverse [xilitica! experience, rather the 
contrarj'. It .seems almost as if the nationalism of the Chinese were stimulated {or, 
irritated) in the same measure as they lost their ancient ground to the invading 
enemies. They had no longer the power of expansion or political leadership, but 
they built up for themselves a world of their own, perfect by its cultural refinement, 
its artistic beauty, and its philosophical definition, though enclosed by high w'allsof 
traditionalism and self-glorification. 

The foremost representatives of this Confiician nationalism were highly cultured 
gentlemen who held leading positions not only as statesmen but also as writers, 
poets, and historians. Ou-yang Hsiu (1007-1072), for instance, was a brilliant 
essayist and the author (together with Sung Ch‘i) of the so-called Jiew HistoiyF of Mr 
T'ang Ssu-ma Kuang (1019-1086), who earned his great fame among his 

contemporaries as well as with posterity less by his activities as a minister of state 
than through his widely known historical work, Tung Ckien (Mirror of History), a 
name given to it upon its publication in 1084 by the emperor, because to view 
antiquity as it were in a mirror is an aid in the administration of government j and 
Su Shih or Su Tung-p‘o, the best known of all these scholar-statesmen, the typical 
Chinese gentleman, prominent as a poet, a painter, and a calligraphisi, and at the 
same time a great political leader. Each one of these men served for a time as the 
head of the government, and they were all forced for a longer or shorter period into 
retirement by opponents who were inspired either by Taoist ideas or by hopes of 
refonning the government along more liberal lines. \Vhatever success these 
oppositional movements may have had for the time being, they were doomed to 
ultimate failure, because they were not to the same extent as the Gonfucian 
principles based on the national traditions and mentality of the Chinese people. 

Most remarkable among the attempts to oust the Confucians was the reform of 
Wang An-shih (1021-1086). He too was a devoted student of the Classics, of which 
he airanged a new edition “in order that the people might understand the real 
meaning V the Canon*\ but he utilized his knowledge to build up a kind of state 
socialism which stood in absolute opposition to the doctrines of the conservative 
party. The leading thought of his reform, was that “the stale should take the entire 
management of commerce, industry, and agriculture into its own hands with a 
view to succouring the working classes and preventing them ^m being ground to 
dust by the rich”.* He also attempted to reform the examination system, requiring 
from the candidates not so much graces of style as acquaintance with practical 

‘ Coiv-en and Hall, An Oailinw /Jifteg? qfCfiimi, p. 142, 
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^bjeo.- Th«rctically he was far ahead of his rime (aod rather ^in to some of 
the most radical of present day Koommt^g ptulosophers) but he acked 
sympathetic undentandiug for the actual needs of the 

^rrSanem reforms can be established. PersonaUy he was obstinate to the utm^ 

like other idealists of a similar type), and his outward appearance with dirty doA« 
Ld unwashed faced constituted a striking opposition to the gentle^n-hke habits 
of the Confudan scholars. But he was evidently on good terms with some ot the 
more radical-minded painters like Mi Fei and Li Lung-mien. 

When Wang An-sinh’s theories were put into practice during the reign o le 
Emperor Shcn Tsung (1068^1085) they caused widespread dissatisfaction among 
the people and complete disorder in the state finances. His position became 
gradually untenable, and at the death of the emperor the consewative leade^ 
were again called into office. It fell upon Ssii-ma Kuang to undo Wang M-shih s 
reform laws, and the work was continued by Su Tung-p*o, w'hose mtiniate un er- 
standing of the Cliinese people, their traditions and national characteristics, rnade 
him no !es.s appreciated as a leader of the government than as wTitcr and art crinc. 
But when the young Emperor ChS Tsung (1086-1100) seized ffie rena of the 
government, the radical party came again in power, and one of Wang An-shihs 
pupils, Ts'ai Ching, was entrusted with the leadership of the government. He 
reintroduced many of the reform laws, but his main endeavour seems to have been 
the humiliation of the coaservative party, and in order lo accomph^ this he 
favoured in every possible way the Taoists. This met also with approv rora t e 
Emperor Hul Tsung (iioi-i 125), who had much less mterest in the pyemment 
than in romantic dreams of Taoist paradise and iesthetic speculations, an^d 
during whose reign, as said above, the first great catastrophe brought havoc in I e 

house ofSung. „ , , 

The contention between the two main currents of traditional Chinese thought 

which caused so much bitterness, strife, and even persecution in the political 
does not seem to have imposed any adverse conditions or impediments on artistic 
activity. Many of the painters treated with equal success Confudan and Taoist 
motives and associated freely with representatives of both parties. The question of 
faith or doctrines did not enter in their Uves. It may be that the Taoist attitude 
towards nature, in the broadest sense of the word, (induding both the seen and the 
unseen universe) w^as closest to their hearts, but there were Confucianists, like Su 
Tung-p‘o and his friends, whose interpretations of the objective w'orid w^ere no 
less poetic or pantheistic. If any of these systems of thought furnished some inspira¬ 
tion for artistic actidty, it was much less through their inteUeciual contents than 


* The foUowing pronouncement by Su Tung-^p^o may servr to ihxcnv some light on hia pnnciples nf 

pjvernmcnt:— . . - 

**The good gm'trtuncnt and peace of a emmiTy' depend, wholly upon the frer eomromucatton tjetween 

ihe rukr ond the ruled. During periotis of ideal government die humblcsl subjeo^ was free to m^e Icnoivn 
to the ctnpemr hiA wisliH and hk woes, but when trouble and disorder jjrtrvailcd^ even the officer nearai 
the emperor was denied the right to voice his complaint.” 
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by the fad that they allowed wide scope for individual intuition and for combina¬ 
tions with spiritual elements of Buddhist origin. Buddhism M a religion was no 
longer a dominating force in the intellectual life of the people, but it remained a 
spiritual undercurrent, irrigating the fields of art and modifying more of l^e 
interpretation of the indigenous philosophies. How the final recon^ation between 
these divergent currents was accomplished will be noted in our discussion o 
culture of the Southern Sung period. 

(2) 77 ie Imperial Acadmy of ArL Emperor Hut Tsung as a Cntic and Painter 

The emperor^! of the Northern Sung dyTiasty took a keen invest in the 
encouragement of art, and the activity of the painters became again to a large 
extent centred at the imperial capital. Important collections o pain 
specimens of calligraphy were formed by several of the august art-patrons, and^me 
of^diem were also prominent as calligraphiste or painters. T at Tsung, _ 

emperor of the dynasty, who earned a great reputation^ coUec 

finrpaintings and calligraphies should be brought together for the palace collec¬ 
tion from af over the country, and he had some of the best .pccuner^ of « 
caUigraphy engraved on wooden blocks and thus pre^r%'cd m facsimile for 
Ijosterity. His personal interest in painting may not have been cqudly ^ 

he had an important coDection of pictures. It sdected an en y 

the painter Huang Ch‘u-ts*ai (a son of Huang Ch uaiv), ^d once a year, wh 

imperial repositories were aired, thrown open to the pub ic Tr^rv-riai 

Qosely connected with these efforts was the re^tabhshment of the Im^ri^ 
Academy of Painting, known as Hua Yuan. A sunilar institution had exist^ 
during the Southern T‘ang rule in Nanking, but it became now a state deparlm 
of equal importance with the Academy ofLitemture. Shu Yuan, and 
of Music, Ch^in Yiian. Painung was thus officially placed on a ^ 

venerable of all intellectual occupations in China—htcratore which, , _ ’ 

contributed to its wgue among the scholars andand w cn ^ wo p - 
ments reached tlieir fiiU development, in the reign of the Emperor Hui Tsung, the 
connection became so close that the dividing lines almost disappeared 

Of the following emperors who distingnisbed them^lves as arti U, hmdd^ 
mentioned in particular Jen Tsimg (1023-1063}, who was 

and a skilfid painter, and Hui Tsung (1101-1126) the best ^own of ^ de 
imperial art-patrons, whose aesthetic interests gradu^ absorbed ffis ener^^ 
and^ade him neglect the cares ofthe government These were - 

Chicn, the foUower of Wang An-shih, who sup^rt^ the ^ 

inclinations mainly because it made it easier for him to saus^ p 

^"“^e^ottecdons of paintings, calUgraphies, bronzes 

were brought together in the Imperial palace, surpassed by far aU the earUer 
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coUections of a similar kind; and as they were carefully catalogued in important 
pubUcationSj we may still form some idea about their contents, though they were 
dispersed and probably to a large extent destroyed when the capital w'as sacked by 
the Chin armies. The famous catalogue ofHui Tseng’s pict^e collection, Hsilun- 
ho Ilua P% which has often been mentioned previously, is one of our inain 
sources of information about the painters of the T'ang and Northern Sung period; 
it contains not only lists of the paintings but also biographical sketches of the 

pamicn, _ ji_* 

These are divided into ten classes, according to subjects: L Buddhist and 

Taoist, containing i,i 79 pictures by 49 painters; II. Human figures, 505 paintings 
by 33 artists; 111 . Palaces and other Buildings, 71 pieces by 4 masters; 
TV. Barbarians, 117 pieces by 5 painters; V. Landscapes, t, 108 pieces by 41 
masters; VI. Animals, 324 pieces by 27 masters; VII. Birds and Flowers, 2,786 
pieces by 46 painters; VIII. Bamboos, 148 ink*paintings by 12 painters; 
IX. Dragons and Fishes, 117 pieces by 8 painters; X, Vegetables and Fruits, 25 
pieces by 6 painters; making 6,396 paintings by 231 masters in all, 

A good number of these pictures were probably copies rather than originals by 
the old masters, but they w'ere carefully executed and formed thus altogether a 
most important material for the study of Chinese painting from the earliest times. 
Never before or later has a collection of similar magmtude been brought together 
in China. 

Most of the contemporary painters were members of the T*u Hua Yuan (the 
Academy) which now became the directing and controlling power in the field of 
art. The candidates were examined in various branches of painting, such as 
religious subjects, human figures, landscape, birds, and animals, flowers, plants, 
and buildings, and also in calligraphy, literature, and the Classics, Nobody was 
considered a good painter without a thorough humanistic culture, and it was 
furthermore emphasized by an imperial decree that the candidates should not 
copy the old models, but strive to present original interpretations of the subjects 
presented to them at the examinations. The emperor and his minister Ts'ai Ching 
were, as w'e know, strongly opposed to the conservatism of the Confucian school. 

The members of T‘u Hua VUan were ranked above those of Shu Yiian and Ch‘in 
Yiian. They w'ore purple robes and insignia of gold and jade, and those who had 
reached the tai ehao degree had, each in his turn, the privilege of waiting in tlie 
private apartments of the emperor, an honour not conferred on the members of any 
other state department.^ 

The organization of Hui Tsung’s Academy of Painting was, no doubt, as 
perfect as any such institution ever could be, hut it seems doubtful whether this 
official apparatus and the high social position of the artists contributed to the 

* Infoftdadon ^bout ihc organizadon of xhc Paindng Academy is ofTcral by Teng Gh^uti In Hua Chit 
chap. Tjtf Shm (a, T T67), The materbb irfcmug to this subject were also discussed by S. TaJti in an artide 
in Kekka^ ^07-8. 
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development of art, properly speaking, or to the production of great masterpiec^ 
of painting. The institution served, afier all, as a glorification of the emperor s 
own whims and ideas; hia ambition was to direct it not only m an admumtrative 
sense but also from an aesthetic point of view. He was the supreme authonty in a 
matters relating to art and took an active part, (or instance, in selecting su jects or 
the examinations and in criticiring and correcting the works of the painters. His 
skill as a painter may, indeed, have been sufficient to allow him to hold such a 
position, but he was hardly-in spite of all the praise bestowed on the imperial 
painter by Tcng Ch'un and others—a creative genius capable of givmg a new 

spiritual or aesthetic impetus to art-life. , , . * j 

Quite characteristic for the artistic ideals of the emperor and his Academy are 
some of the subjects chosen for the competition of the candidates; for instance: 
77 ie bamboos envelop ike inn by the bridge. The representation which w^ considered 
the best did not show a pot-house in a bamboo grove, but simply the sign of the inn 
with the words “spirits" written on it, peeping through the thicket of bamboos. 
Another time the subject for competition was the following poetical quotation: 
The hoofs of his steed come back keamly charged with the scent of trampled ^flowers, Ihe 
successful candidate painted a cluster of butterflies following at a horse’s heels, thus 
showing what attraction they had as if of scented flowers. A tlurd subject was: 
A boat lying idle the whole day long as nobody wishes to cross ihe river, ^nie^ repr^ented 
the empty boat tied at the river bank, or herons perching at the side of the Imat, or 
cmws picking at some straw in the boat, but the best interpretation was offered by 
the candidate who painted the idle boatsman lying m the boat with his flute btside 
liim. He showed that nobody wanted to cross over the river. 

It seems, indeed, as if the traditional connection between painting and poetry 
had been eliforced here in a way that gave precedence to the latter. Pamtmg 
became almost dangerously akin to Uterary composition or poeuc imagery, and 
although the traditional requirements, formulated m Hsieh Ho s Six Principles, 
were kept alive, il is evident that the formal criteria, which now were empliasized 
more than ever, were absolute fidelity to natural modek and greatest care and 
refinement of execution. This is illustrated by the emperor's own pamimgs ^ well 
as bv various anecdotes about his way of criticizing the pictures of the academicians. 

We are told by Teng Ch‘un how he used to gather the pamters m the palace 
wardens and have them paint various kinds of flowers and birds, thus testing their 
^wer of observation and their faculty of reproducing exaedy eve^ feature of the 
farming models. Once some of them were calJ^ in to paint a phe^nt walking 
in the garden. Ttwy made wonderful pictures, rich m colour and sinking in then- 
naturalness; but the emperor said that they all were wong. No^y could under¬ 
stand the reason for this condemnation, but some time after the emperor called 
them together again and pointed out that when a pheasant is climbing a rMkciy, 
it does not lift the right fool fcl (as repented in their pictures) but the ielt. 
Tlte imperial authority was gloriously vindicated. 
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Another time he ordered some of the best tai ckao of the Academy to ^^^^^rate 
the walls of a newly built palace. “When he came to \Tsit the place, he did not 
bestow any praise on their work; the only thing wjich attracted his P^^ular 
attention was a branch of a monthly rose painted above the opc^g m the fro 
gallery'. He asked who had done this picture; and when informed that it 
work of a young new-comer, he was very pleased and bestowed on the man gt ^ 
silk and ^auliful robes beside much praise. As nobody could understand the 
reason for this, an intimate foUowcr ventured finally to ask the emperor about it 
and received the following answer: “Few artists know how to pamt monthly roses, 
because the petals and leaves of these flowcia are quite different at the various 
seasons and in the morning and evening. This rose is represented as it is m le 
spring at midday, correctly without the least deviation from nature, and cons^ 
miendy wonh the highest recommendalioo.” 'Fhat was all; the im^ial e^rt 
added no w^ord about chU jiin and pi fa, or any of the traditional principles, 
but his answer might well have satisfied academy professors even of later times. 

The imperial standards of appreciation are further illustrated by similar 
anecdotes reported by Tcng Ch'un, who, however, also praises Hui Tsung as a 
most divine and imaginative painter. Something of this Ugh praise may ^ put 
down as a tribute to a past imperial glory, but it is evident that tl could not 
have been accepted and transmitted by a wdl-informed critic, who wrote s^e 
thirty years after the emperor’s death, if it had not had a red foundation- ui 
Tsung must have been not only a skilful technician and prominent calUgraphist, 
but also a really fine painter. And it may not be out of place to add here a few 
words about his pictures, though they chronologically belong to a later chapta. 

The emperor’s mastership in painting is said to have been a | ^ \ 
continuous study of the wonderful specimens by old mastt^ in his great collection. 
‘*His expen knowledge was complete and thorough, liis bnish-work mvine, e 
mastered every kind of subject and combined perfectly all the Six Principles, but he 
specialized in feathers and fiirs. The eyes of tlie birds he put in with dots of r^ 
(thick) varnish, almost as large as beans; they stood out in relief and seemed to be 
moving w-ith life.’* The author describes m detail a large picture of his representmg 
twenty cranes of the most wniiderful, life-like and varied appearance, and also a 
kind of imaginative landscape with fairy palaces among luminous mounta^ and 
shining clouds. “It made the beholder long to pass from the d^t of the world to the 
Island of the Immortals, which was floating as a lofty vision in the air. 

These pictures find others of 3. more or less Taoistic character mcutioned. by 
T*ang Hou * are no longer preserved, nor docs it seem very likely that the three 
famous landscapes in Japan (tw'O in Konchi-in, Kyoto; the third in Kuonji, 
Minobu, Kai province), which traditionally pass under Hui Tsung s name, are his 
own works, though they may be of his time (cf. TqyOj viii, pi. xxviii—xxx), but some 

‘ In A’u Chin Hua Oim {M*i Shu Ti^wig Stm, sec. iii, vol. a) are mentioiied: A to tin World 

of thi ImmortaL and u copy of Li Clhao-tao's Picking Ahlom^ 
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of the minor bird pictures wiih the emperor’s signature, existing in Japan and 
elsewhere, are very likely specimens of his brush. Best known among these are the 
Quail and a Daffodil In Marquis Asano’s collecdon (AoMa, 386), the Doue at a Branch 
of Peach Blossoms in Marquis Inouye's collection {Kokka, 25), and the Sparrow cn a 
Branch of Plum Blossom in Marquis Kuroda’s collection {Sogen-meigwashu, pi. 2). 
All these pictures are exquisite things within the narrow iimjts of small bird 
studies. Greatest economy in the composition and utmost refinement of execution 
give them a remarkable distinction. (PI. 22.) The bird and the llowaing branch 
(or the plant) are placed at the one extremity of the design, the rest is empty; but 
so perfect b the balance and the proportion between the painted volume and the 
blank space tliat a definite dbtance and atmosphere is suggested, ^ese highly 
fini-shed and delicately coloured pictures arc masterpieces of their kind, but they 
are evidently done by an artist who has had hts whole attention concentrated on the 
minute representation of natural models with no inclination to transpose tlic 

motives in an expressionbtic sense. ^ 1 - 

The same may be said of the small picture in the National Museum m Peking 
representing A She Monkey mth her Baby^ a Tuft of Dandelion, and Two Beetles. Tliere 
b no formal relation between the somewbat heterogeneous elements in the picture; 
each of them seems to be a separate study direct from nature. It b provided with 
the emperor’s seals and signature, but the somewhat dry and finicking brushman- 
ship inspires doubts as to its age and authenticity. (PI. 23.) 

The emperor’s predilection for small pictures of birds and flowers became 
naturally a reason for an abundant production of similar things by the members 
of the Academy and also by later imitators. We shall have occasion to return to 
some pictures of this type in discussing the bird painters of the Northern Sung 
period, but the rest of those which carry Hui Tsung’s signature may be passed over 
in silence as none of them seems to be autlientic.^ The influence of the impenal 
painter in this special field was evidently very strong, but whether he abo exercised 
some directing influence in the larger field of landscape painting b more doubtfuL 
The leading masters among the landscape painters had stronger tradttions and 
greater models to learn from, and they were not of a kind that would be easily 
sw'ayed by imperial authority. 


(3) Km Hsi and his Treatise on Landscape Painting 

The great tradition of monochrome landscape painting, which we followed in a 
previous chapter to the beginning of the eleventh century, was continued during the 

• No les* tiian ax piclures, repnaenting birds and branches of trees and fliiwrrs, ai* tcpiociuced ujidcr 
Hui Tsimft’s naiiw in C/Mg-kue Miifg Una Cfii and five juctuies of a similar kind in the iUiistrated catalo^e 
of the Tokyo Exhibition, igaB. A more important work, which evidently has the suoi^l cntei^ ^7^® 
authentic,Is the bodseape with figures called Wen Hjia Cm (A Literary Meeting), which is i^roduc in m 
A*jm£, vol. 7. The picture roeasuns 5 fl. 8 in. by 3 (i. 9 in. and is inscribed with by die empcior and 

his minister T*‘ai Ching. It looks like an illustration to some of the gatlicringj of schnlars in the imperial 
garden diat are described by the chitnuclers. 

VOt. u. — C 
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reigns of the Emperors Jen Tsung (1023-1063) and Sh6n Ts^g t [f ^ 

Hsi , who in some respects may be said to have consummated it. ter im 

no landscape painter of equal importance during the North^ Sung ^ 

old ideals were soon replaced by new ones of a rather different ■ n , is pain e 
work must have been of the first magnitude, grand and strong m every respect; 
he was a liorn landscape painter of the old type and by his pronouncements on 
the aims and methods of this art he gave it a^o a verbal formulation which has 

remained of classic importance during centunes. „ j tj 

Kuo Hsi, whose was Shun-fu, but who more often was called Ho-yang, 
after his native place in Honan, may have been born about 1020, or shortly alter. 
He was admitted at an early age to the Imperial Academy of Pamtmg and soon 
displayed great skill in handling the brush, “As time passed, he penetrated deeper 
into the art of landscape painting and adopted somewhat the style of U eng. 
His manner of composition became then most wonderfid. But later on e wor ^ 
according to his own fashion, executing his own conceptions with great ease on the 
white walb of the lar,qe halb. He painted tall pines, lofty trees, winding streams, 
craggy cliffs, deep gorges, high peaks, and ridges steep and beautiful, partly cut o 
by clouds and mist, or hidden in a haae; their shapes and aspects were nmuTTKrablc. 
He w-as considered by the critics as the only great man of his time, The older he 
grew, the stronger became his brush ; it seemed to increase in strengt as l e 

years were telling on his face,” ^ j u r t- 

The old critics are unanimous in praising the boldness and strength ol Kuo 
Hsi ’a brush-work. His mountains were painted with wrinkles like convoluted 
clouds {ckiian-jnin ts^un), and the branches and twigs of his bare trees were like the 
claws of crabs. He worked mostly on a large scale, and many of his greatest picturra 
were executed directly on the w-all in a technique which he had develoi>ed through 
a study of Yang Hui-chihb landscapes in clay-relief. “He ordered the masons not 
to use smooth plaster, but simply to throw the mud wth the Imnd on the w^ so 
that it formed hollows and projections. When the wall had dried, he applied the 
ink, and as he followed the shajjcs and traces (of the mud) he felt his way and made 
peaks and ridges, forests and valleys, adding here and there buildings and human 
figures; and he did h as naturally as if they had been created by heaven. This was 
called “shadow wall’* (painting), and the method was afterwards practised^ by 
many artists. But all these paintings were destroyed later on in the Sung period, 

when the w'alls were spread w-ith white-wash.” ^ 

Kuo Hsi’s vigorous and lofty works, which had been veiy highly esteemed by the 
Emperor Shon Tsung, no longer corresponded to the a^thetic ideab of the Emperor 
Hui Tsung. He sacrificed them pitilessly, ordering the frescoed walb to be \s bite- 
washed, and the series of great landscapes, w’hich hung in another hall of the 
palace, to be taken down in order to make room for pictures by earlier masters. 


’ HsUan-hA Hua 

* Ting Ch*im, Hm Chi, Tsa Shuo. 
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Thus il happened that Teng Ch'un's father, who held a liigh office m the palace 
under the Emperor Hut Tsung, found an old tom painting by Kuo Hsi ^ a 
rag by some picture restorers, and when he asked the emperor s to uU 

it away, he received not only thb picture but a whole cartload of landsca^ 
paintings by Kuo Hsi. which had been tucked away as usel^ matenal in a store¬ 
room. Tmly. a most unusual collection, as said by Tcng Ch un; but this, too, has 

disappeared without a trace. _ u'l, 

Kuo Hsi’s works arc nowadays very rare, yet some pictures slffi exist which may 

be acccpled as originals by the master. Most important among them are two large 
hanging scrolls on silk in the Palace Museum m Peipmg, both equ^y impressive 
by the fantastic grandeur of the compositions and ‘he vigour of the brush-vsor^ 
Tlic one which is known as Thi Vilhge among the V/tld and Lgfy Mounlmm (Ata 
Ckanng Kao I) ‘ represents a huge scenery dominated by a towermg mountmn rf the 
deeply furrowed and creviced type that was introduced by Li Ch eng. (PI. i.) In 
front of the mountain are winding terraces forming the banks of a nv« svhich 
collects the water from some mshing streams. Low buildings under ‘hatched too s 
are spread on the terraces among leafy trees and bam^ groves, wMc the o 
gnarled pines with dry branches lean over the edges of the crevices as if the, \vc 
vainly tiying to reach the water that rushes so deep below them. Far away at the 
bottom of the mam gorge is a temple,and on the adjoinmg terrace a ‘aU pasoda. 
The elements of composition are the same as in numerous other pictures, but they 
are combined into a design of uncommon grandeur and decorative beauty. The 
abundant details are not conilismg, but subdued by the 

forms and open spaces. The inaccessible ruggedness which charactenzed for 
instance, ChingHao’s, Kuan T‘ung’s,and even Fan K‘uan a Lmdscap is modi e 
into a more open and friendly aspect. The hu™ figure are plapng a more 
important role than in tlie earlier compositions: The travel ers on the roac^, b 
fishermen in the boat, the old scholar, who is playing on the di in for lus guest m 
little villa, and the men who arc drinking wine m the inn, while their hordes are 
feeding before the door—all contribute to give the scene a tone ofintimcy, but also 
to emphasize the greatness of nature in proportion to the srnallnc^ of man. 

The other piSure in the same collection, also si^cd. and dat^ m co^e- 
spondence with the year 1072, is called Early Spring {tsao Chm), 
related to the former in spirit and design, but the presentation o moun am 
scenery is more dramatic. The great central mountain is brought nght do^vn into 
the mkt of the foreground; its bulging and convo uting^ shap^, furrows, and 
ridges arc accompanied by the wTithing trunks and branches ofbare trees ^ 
framed on both sides by rushing streams and windmg waters The men m the 
boats are small as ants and the buildings at the bottom of the side-gorges are 

» bi jLI no. i 7 ,^and in^ribed with a p«m by the Emperor 

Ch‘icti Lung. Size t 4 ft- 9 ^ ^ 3 ft- 3 *' j j 



I 


A HISTORY OF EARLY CHINESE PAINTING 

almost lost tn the haze ’which envelops the middle section of the picture. Here the 
view becomes an impenetrable mystery, but above is clearness—high ridges and 
fHnges of innumerable small trees in strong silhouette against the clear sky. The 
details are infinitesimal, the forms and shapes of endless variation, but they are all 
woven into a great winding movement that dominates the main part of the picture; 
only the crowning peaks are straight and quiet. None of the earlier masters could 
bring a great and exuberantly rich motive so completely under the domination of 
a unifving rhythm and remould it so freely in accordance wiili an express ion istic 
idea. They may have been able to suggest the poetry and grandeur of nature in 
its various aspects, but they did not attain the degree of decorative unity and 
dramatic expression that characterize Kuo Hsi*s masterpieces. 

In the National Museum in Peking arc at least four pictures ascribed to Kuo 
Hsi and provided with his signature, but I doubt whether any of them is an original 
work. Most interesting as a composition is the Kuan Pei Piif which represents two 
gentlemen reading a Wge inscribed stone tablet on a hillock under some deca)ing 
old trees, while their grooms are waiting with the mules below, almost the same 
motive as in the famous picture by Li Ch'eng mentioned before, Kuo Hsi’s 
composition is richer and bolder than Li Ch*eng’s, but the execution seemed to me 
to be by an inferior man. Of the three horizontal scrolls, which are catalogued as 
his works in the same museum, only one is known to me—a view of a mountain- 
pass with a great gate—and it is certainly a copy of comparatively recent dale. 

Far more plausible as an original by the master is the chUan in the Freer 
Gallery, which is known as An Autumn Day in the Valley of the Yellow River. (Ph 3,,) 
It would be mong to suppose that the picture represents some actual scenery of 
the Yellow River valley. It may have been inspired by impressions that the 
ardst received when travelling along the river, but these he has utilized quite 
freely and transposed into a vision of cool autumnal grandeur. The appeal of the 
work lies in the atmospheric tone as much as in the rhythmic succession of the open 
stretches of the winding river and the great mountains with tall pines and gnarled 
leaf-trees at their foot. It is a grand and far-reaching composition with an amazing 
mass of well-defined detail, now more than ever difiicuk to discern since the 
picture has lost some of its original freshness.^ 

All the descriptions offered by Chinese recorders of Kuo Hsj^s pictures * 
indicate that they w'ere admired particularly for their power to suggest the moods of 
nature, their imaginative and yet convincmg rendering of the traditional motives. 
We are told that his mountains were coiled up like snakes, that the stones were 
massed together into shapes like devil’s faces, that the barren trees stretched their 
branches like the talons ofsome giant eagle towards the tom and tattered clouds. He 

^ Two laiuiscapes p re reproduced under Kuo uajne in the catalogue of the Tokyo Exhibition i 

1938, out reptraendng samt old pines on a rock, belonging to cx-President Hstt Shlh-ch*ang, the other a huge 
moiminin ircncry, belonging to Mr. Kuo Tapng-hsi, 

* Gf. Ch'ins-ka Shu Hm Fung^ voL vii, U. ^8^ 

I a 









A HISTORY OF EARLY CHINESE PAINTING 

painted winter scenes with heavy snow in the caves and crevices and ice on the 
ri\Tr, where the ferry with shivering people was pulled across; spring mornings 
with awakening birds, dancing waves, and hazy mountains, but his favourite 
motives were the autumn evenings, when the sky w’as clearing after rain and the 
geese w'ere returning in a long line that seemed to connect with the mountain 
ranges beyond the barren plains. One of these autumn scenes by Kuo Hsi makes 
the commentator regret that he has a body which does not allow him to follow 
the geese towards the setting sun. 

Kuo Hsi’s art and his historical position receiv-e further elucidation through his 
discussion of the aims, methods, motives, and technical points of landscape painting, 
which have been transmitted by his son, Kuo Ssu, under the tide Lin Ck'nan Km 
Chih^ The Great Message of Forests and Streams, This is, however, no homogenous 
essay but a collection of sayings by the master linked together and inicrs|jersed with 
comments by his son. The main part is the first section, kno\%'n as Shan Shui Hsiin^ 
Comments on Landscapes, but to this are added four more sections, i.e. Hm /, 
Ideas (or Motives) of Painting, Hua ChUeh^ Secrets of Painting, dealing largely with 
technical matters, Hua Ko Shih /, Supplement to the Rules of Painting, containing 
mostly descriptions of compositions by Kuo Hsi, and Hua T% a short additional 
chapter of anecdotical type, which has no connection whatsoe\'er with the rest of 
the text. Some editions of this work arc said to contain one more additional chapter 
under the title Hua CAi, Records of Paintings, but it is not included in the reprints in 
Wang Shih Hua TUan and Met Ska Ts*ung Shut which I have consulted (beside a 
shorter version in Hua HsUek Hsin Tin), 

The value of the various sections is very unequal, depending on their more or 
less intimate relation to the words or ideas of Kuo Hsi, Most important in this 
respect is evidently the first section, Shan Shut HsUn, which forms the backbone of 
the whole treatise and (with the exception of the introductory remarks and some 
interspersed comments) consists of Kuo Hsi^s own words. I have therefore given a 
full translation of it. The technical supplement to this is formed by Hua Chiiek^ 
which evidently also reproduces the master's own discussions and advice in matters 
of composition and technical execution. Of this I have translated such portions 
that may be of greatest interest to Western students. The other sections seem to 
be more freely composed by Kuo Ssu (possibly, in part, even by later editors); they 
contain descriptions of Kuo Hsi's moii\'es and compositions, but very Uttle that is 
of importance for the appreciation of his iesthctic ideas or theories about landscaptJ 
palming. I have therefore translated only the first part of Hua /, which so to say 
illustrates by its anecdotical stories how his theories should be applied.* 

> Only extritcis From Shm Shut H%aa and Oxim tLc liaa I have been {ireviously rendeted in foreign 
langnagei. FenoDesa's book Kpothi of Odnttt and japanest Art, n, pp. contains some pants, but the 

Itansla tion is very free and often misleading, probably because il was done by somebody more familiar with 
Japanese than with Qiinese. Giles, op. ciC. pp. f (4-15* indudes <raly some minor fragments. Pttrucci 
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A further critical discussion of the text, its component parts and various editions, 
would carry iis beyond the Imuts of the present vvorit. It mayy how'ever, be noted 
that it is the only treatise on landscape painting from Sung or earlier times ^vhich 
may be accepted as absolutely authentic; its historical value is consequently very 
great, ’’rhe earliest printed edition of it known at present is from the begiiming of 
the Yuan period (1271)1 but it seems that part of the text w'as already published in 
the fourth year of the Ta kuang era ( 1110) with a preface by a man called Wang Wei, 
and that there was another early e^tion with a preface by Hsii Kuang-nmg, dated 
1125. If this inlbrmation is correct, the Lin Ck*uan Kao CAjA, as it exists to-day, 
would be a somewhat enlarged and commented edition by Kuo Ssfi of a text by liis 
father, which existed at that time In another more condensed version.^ 


Shan Shtti HsUn (Comw/nti on lAtidscapts) 

If the superior man loves landscape, what is the reason for it ? Hills and gardens 
arc the constant dwelling-places for one who seeks to cultivate his original nature; 
springs and rocks are the constant joy for the whistling rambler; the fishennan and 
wood-cutter are the constant meeting for the hermit and recluse; the ape and the 
crane are the constant view of one who wants to fly and to call. Bridles and rcitcrs in 
the din of the world are always repugnant to human nature, while sages and immortals 
in haze and mist are what human nature yearns for but cannot reach. 

In times of peace and glory the two authorides are those of the prince and the 
parents, and if they are pure, virtue and purity will nile in public and pri’ii'aie life. 
With such bonds, how could the perfect man retire on high, break off from the custotm 
of the common world and be as immaculate as the Mount Chi and the River P‘in 
or have Uie same fragrance as Huang and Ch*i ?“ The Ode of the White Colt and 
the Song of the Purple Fungus * are unavoidably gone, and yet, the wish for the 
lorests and springs, die companionship of the mists and the vapours remain in his 
dreams. The cars and the eyes perceive them no more, but when grasped by a master- 
hand, they arc revealed again, and it is possible, without stepping out of the house or 
leaving the sitting mat to enjoy the streams and the valleys. The cries of the apes and 
the songs of the birds seem to reach the ear again, w'hile the luminous mountairu and 
the colour of the far cxpatiding waters attract the eyes. Is it not "to please the mind of 
another and really (thereby) attain my own wish*’. 

That is why the fundamental idea of landscape painting is so highly appreciated 
in the world. But if this is not realized and if the landscapes are looked on in a light¬ 
hearted way, is it not like blurring a dhune spectacle and defiling the pure wind ? 

There are various types of landscape painting; some are spread out into large 
compositions, in which nothing is left out; others are condensed into quite small 

published in Z*^tstknj), i, pp, 395-4O1 a French tnuisbtuin of two of the most phildsopliicaj 

paragraplu together with a highly xsthetic commentary. Waley (op, cit., pp, 189-94) transLiicd the same, 
together with other ports of Shan Sfmi Hsiin and Hua /(iodudijig the quotations of old poems), into admirable 
English,but bis translalioii is also limited to rrlauvely short extracts. I have profited by it, but ventured to 
give my own inteipTctation of the same parngrapits, iiimiiig at faithfulticss to the text rather than at literary 
style, 

t For further informadon k various cditiDna of ISn Ch'uen Kaa ChtA, cf. the Annotated Bibtic^aphy of 
Books on CiiUigraphy and Fain dog, Shu ftua Shat Lu CSudi T'l* The translation of the two opening paragraphs 
has been corrected by Professor P. Pdliot, who also revised a few other passages of my traiulation. 

* Huong and Ch‘t, ttvo old meo mentioned in T/San, 

* Cla^c odes, the first in Shih Chingi the other in Ye'd T&tm. 
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vtCTvs, which, liowevcr, arc not negligible. There arc also ditTcrent ways of looking at 
landscapes i if one looks at them with a heart of the woods and the streams, thch value 
becomes great, but if one looks at them with proud and haughty eyes, their value 
becomes quite low. 

Landscapes are large things; he who contemplates them should be at some distance; 
only so is it possible for him to behold in one view all the shapes and atmospheric 
effects of tlie mountains and streams. As to figure paintings of men and women, 
executed with a fine brush, they can be unrolled in the hand or on a small table, and 
thus be completely seen and examined. These arc all different manners of painting. 

It has been truly said that among the landscapes there arc those fit to walk thmugh, 
those fit to contemplate, those fit to ramble in, and tliose fit to live in. All pictures 
may reach these standards and enter tlxe category of the wonderful, but duKC fit to 
walk through or to contemplate are not equal to those fit to ramble or to live in. Why 
is it so ? Look at the landscapes of tewiay. They comprise distances of several hundred 
//, but there is not three or four tenths of the space wmch is fit to idle or dwell in. Yet, 
they are accepted as of the class of pictures fit to idle or dwell in. But the yearning of 
the wise men for the woods and streams is aroused by the existence of such beautiful 
places. Therefore the painters must keep this idea in miud and the beholders should 
examine the pictures according to the same. That may be called not to lose the 
fundamental idea. 

Painting has also its laws of physiognomy. Li-Ch‘£ng's progeny was pros^rous 
and abundant; he made the foot of the mountains and the face of the cam vciy 
thick and strong, broad and large, graceful at tlie top and luxuriant below, which is in 
agreement with the characteristics of having a progeny; but I will not dwell 
particularly on such shapes or characteristics but give the reasons why it should be so. 

There is no difference between the study of paindng and the study of calligraphy. 
Those who nowadays study Chung Yu, ^ Wang Hsi-chih, Yii Shih-nan,® and Liu 
Kung-ch'iian ^ will after some time become tike them. Great men and learned 
scholars do not limit themselves to one school, it is necessa^ to combine (several 
models), and to study and make observations on a broad basis, so that one may form 
a personal style and gradually reach perfection. Nowadays students from Ch*i and Lu 
(Shantung) imitate only Ttlng-ch'iu (Li Ch'eng), while students from Kuan and Shen 
(Shensi) imitate only Fan K‘aan; ihcTF’ follow o^y one road in their study, tramping in 
the footsteps of their predecessors, although their respective provinces comprise many 
thousand h and great many districts and kinds of people worthy to be reprwented. 
To follow only one single school in one's study has since olden times been considered a 
fault; it is like playing only one cord; these who will not hear it should not blame those 
who do not hear. From earliest times the new has always seemed attractive and the old 
boring to the ears and eyra of men. Therefore I think, that the great men and scholars 
do not keep to one single style or school. 

Liu Tzu-hou * lias’welJ discussed literary style, but 1 think that not only litcraime 
but everything has its secret rules; this being so, always, how much more for painting 
But how can it be told ? Whatever motive the painter repnsen^, be it large or small, 
complicated or simple, he should do it by eoneentraung^ on its essential nature. If 
something of the essential is lacking, the soul is not manifest. He must do liis work 
with his whole soul; if he docs not work with his whole soul, the essential will not be 
clear. He must be severe and respectful in his work, otherv'ise it will lack depth of 
thought. He must apply zeal and reverence to complete it, otherwise the picture will 
not be properly finished. 


1 Gluing Yu* d* 330* famous for hii skill In the 

■ Yti SMhTtLan (558-64B)* a brilliant writer m the time ofT*ai*T 5 iiiig» 

* Liu Kiing-ch^ttan (778^5), one orChifm’i moat famous calligraphiats. 

* Liu Tftung-ytkan (773^ 19)1 * famtnii poet and easayisL 
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Thi^ore when he is possessed by a spirit of la^iiiss but forcra 
brush-work will be soft and weak without decision. It is the 
ccntraiiiig on the essential. WTien he feeb distracted and iJ^ows dowTi 1 ;^ ^ 

disorderly way, the forms become obscure and e\'asive widwut vigo^. It is J 

of not putting the w hole soul into the work. When he is 

forms will become unsteady, sketchy, and not complete, h is the faidt of I 
sevcrit\% If he b aluraish and careless, bis style will be lax and and not properly 

Scd. It b the fKf working without zeal and reverence, -^us lack of decision 
leads to faults of definition, lack of vigour, to loss of ease and dignity; lack of complete¬ 
ness to faults of composition, lack of orderly arrangement to faul^ m the r 
between the Important and the indifferent. These are the greatest faults of the painters. 

But this may be conveyed only to the intelligent. ^ u„ 

I. Kuo SgQ, often saw my fadicr working on one or two pieties- Sometimes tie 

would put them away and did not pay any attention to them. Ten to twenty days 
■ _ r . . “ 1 . .1_^ __■ _1 t.* Hirpr- times. 



and elated, he worked forgetting everything else; but if some disturbing thing 
happened, he would put aw-ay (hb work) and not pay any attention to it. ihis 

relaxation, bn*t it what he meant by dbtracted ^spirit 

On the days when he was going to paint (he w*ould place himself) at a mgnt 
window before a dean table and bum incense right and left. He took a fine brush 
and ilie most excellent ini, washed hh hands and cleaned the ink stones as tf to rec<nvc 
an important guest. He let the thoughts setde in his soul, and then he worked. t 
thb what he meant by not to w'ork in the hurry of excitement ? What he had planned, 
he would remove, w-hat he had put in he would modify* not only once or twice but over 
and over again. Each picture liad to be done over from the beginning to the end as il 
he was fighting a severe enemy; then only it was finbhed. Isn’t this what he meant 
by not working in a sluggbh and careless way ? 

And it may be said tiiat everything* be it large or small, must be handled m a 
similar way in order to be well accomplished. My father often explained these ifun^ to 
me in great detail, and I have followed hb teachings as my guide during my whole life. 

He who learns to paint flowers takes a stalk of the flower, places it m a deep hole 
in die groimd and examines it from above; in this way the flower may be completely 
grasped. He who leams to paint bamboos places a stalk of bamboo m tiic clear mtMn- 
light, so that its shadorv falb on a white wall; In thb way the real j^ape bambro 

comes out. He who leams to paint landscapes should not do it differently, tic snoiild 
go himself to the mountains and streams in order to grasp their aspects and meaning 
by seeing them. The effect of real streams and valleys b comprehended only at a 
dbiance; when seen dose by, their component elements arc grasped. 

The clouds and vapours of real landscapes are not the same at the four seasons. In 
spring they arc light and diffused, in summer rich and dense* in autumn scatter™ and 
thin, in winter dark and solitary. When such general effects are m be seen 
pictures and not simply disrupted shapes, the clouds and the vapours have an an* oi life. 

Tire mbt around the mountains is not the same at the four seasons. The mountains 
of spring are light and seductive as if smiling; tlie mountains of summer have a blue- 
green colour which seems to be dropping all over; the mountains of ^autumn are 
bright and clean as if dressed with adorning paint; the mountains of winter are sad 
and tranquil as if sleeping. When such gene™ ideas arc expn^ed in the pictures and 
the represcniadon b not finicky, the atmosphere of the mbty mountains is well 
rendered. 

The viind and rain of tme landscapes can be grasped only at a dbtance; when 
examined at close range* one cannot make out the aspects of tiicir complex directions 
and movements. 
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The light and shade of real mountains can be seen in their complctenc^ only from 
afar; if seen close by, they become small patches, and one does not obtain the cnects ol 

light and dark, the visible and the invisible, , . • . , ij- ^ „„ *1,.. 

The figures on the mountains mark out the roads; the high buildings on the 
mountains serve to make the scenery more important. Tlie woods of the mountmns 
wiili their Ughls and shades divide the far from the near. The strcams of the valleys 
should be sometimes disrupted, sometimes broad, thus indicating the depth and 
shallowness of the guUeys. The ferries and. bridges arc indications ol human activity. 
The fishing boats and angling rods serve to indicate human intentioiis. 

The maiesde big mountain is the master of all the minor mountams, which arc 
arranged around it in a certain order. The ridges and the mounds, the forests and the 
gulleys, far and near, large and small, turn to it as to their mastv. Its appearance is 
like that of an emperor gloriously enthroned among prince gathering at comt, but 
with no arrogance or haughtiness. The tall and straight pinra represent the ^ ers 
among the trees. They suppon the climbing and creeping herbs and trees wbich rely 
on tlicm as on commanding masters. They seem like supenor men, contented and 
successful among the minor men who serve them confidenUy without vexation or 

annoyance. . . 

The mountains which are seen quite close have a certain appearance; Uiose seen 

at a distance of se\'cral li have another appearance, and iliosc seen at a distance of 
several tens of li still another. Every distance causes a difference; the shapes ol the 
mountains \'ary with every step. The front of the mountain has a certain aspect; its 
side has another, its back still another- From whatever side one looks at U»e mountam, 
the aspect is different. It may be said that llie shapes of the mountains depend on the 
view-pomt of the beholder. A single mountain may thus combine the shapes and 
aspects of several tens or hundreds of mountains, which sliould be thoroughly grasped. 

The mountains of spring and summer have a certain afr; tliosc ^ autuinn and 
winter have another air; it may be said tliat they offer quite different views at the four 
seasons. The morning and the evening, the clear and the oycrca,st sky produce also 
various effects of the mounmins. It may be said that their aspects are c^ngmg 
according to the hours of the day, and one mountain may thus contain the eftects or 
ideas of several tens or hundreds, which should be properly scrutinized. 

The mist and clouds of the spring mountains are downy and dinused, anti tnc 
people happy. The luxuriant trees of the summer mountains are abundant mid shady 
Mtl the people contented- The autumn mountains arc clear and pure, the leaves are 
falling and the people quiet. Tlic winter mountains arc covered up by dark storm 

clouds, the people silent and lonely. _ j- -j . 

Tile contemplation of such pictures, evokes m men the corresponding ideas, it is 
as if one were among the mountains and the scenery exisied outside the imagination. 
When one sees die light mist and the clear roads, one feels like walking; when one sees 
the quiet streams and the setting sun, one feels like stopping in contemplation; when 
one sees the lonely men living in the mountains, one feels like sUymg there; when one 
secs the cliffs, the streams and the stones, one feels like rambling among them. I he 
contemplation of such piciuies arouse such reactions in die heart. It is as if really 
came to these places. The concepdons of such pictures are more than wondmul. 

The south-eastern mountains are all strangely beautiful; heaven and earth have not 
been unfair to the South-East; but the earth is there ve^ lowthe waters which gather 
here overflow it, washing and cleaning and exp^ing it as they flow away, so that me 
soil becomes fertile and the waters shallow, mountams have many wpude^l 
peaks and steep cliffs, which reach beyond die Great Bear and die Milky Uay. The 
waterfalls are ten thousand feet high; they seem to fly and drop down from the 
vaporous clouds like the streams rushing down from Hua-shan winch are ten thousands 
of feet . 

* Accorditu; lo die Chinese cosmology the sudace of the earth is deUecting towards the joulh-east. 
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The north-wcstem mountains arc all massive and thick; heaven and earth have 
not b«n opposed to the North-West, The earth is veiv' lughj the ^ 

far awav winding among hills and banks, crowding and swelling as they 

ricl.!v-hik a.e W,.cr. arc d«p. Tte mount^arc^ aa^ 
coiled up conibiuiug in unbroken lines For more tban a tious^d /i* Th ^ 

ai..l form >«mdii.g chains, which p«^ out in the four ttecuuns towards 

the open land like the branches of Simg slum which coi^t f 

beaS pX HSng 4n,(in HuLn) has ma n); bean riful ereme«. 



/Sur"ofHSvSo!'wLr^^ (Jlonan), Wu-tang (Hupeh) aij all the 

mwt famous mountains and cluef places from which treasures are extracted and m 

which are the caves where the ancient sages retired. _j „ 

Wonderfully lofty and divinely beautiful are these mountains. In oHer to exha^t 
dieir marvels ahd grasp the work of the Creator, one must love 
essential features, wander about them, widely satiate the eyes wiih 
the impressions in the heart. Then, even if the eye does see the silk ^d ^c hand d^ 
not govern the brush and the ink, marvellous, mystenous, boundless becomes that 

Thur,*arH^-su ^ listened in tlie night to the sound of the Chiading his 

grass writing became sdll more beautiful, and as Chang Tien* looked on Lady ung- 
sun^s sword-play, his brush-manner became still more expressive. ^ ^ 

Those who nowaday's wield the brush do not care to increase their ^penence, i ey 
do not make observations in a clear and tliorough way, their practic.c d^s not go very_ 
far, and tliey do not grasp the essential features. When they get hold of a pi€« ol 
paper or a bit of wall, they wave the brush and let the ink flow down rapidly. Hwv 
could ihey gather the atmosphere of llie mist and the vaporous clouds and convey the 

message of the streams and the mountains ? . . „ . i 

The wrong statements and principal faults may also be defined. What docs it mean 
to increase one’s experience ? In a recent picture representing a virtuous man enjoy-mg 
a mountain, the man Is placed so that his chin b supported by the peak, and m another 
picture of ^ sage enjoving tlie water, the man k shown inclining nis eat before the 
These arc faults rcsidting from iusuificient experience. Virtuous men enjoying the 
mountainis should be represented as in Po Lo-t^^ien's (Po Chu-^i) Gf^s j picturej tben 
the idea of dwelling in the mountain is well expressed. Sages enjoying me tvatpr 
should be represented as. in Wang Mo-ch4'^s picture; then the delighi m 

the water Is brought out afaundantly* The enjoyments of sages and wise men cannot 
be represented by one single figure. 

\Vhat does it mean to make observations in a clear and thorough way ? In recent 
pictures of mountains the peaks arc no more than three or five, and in the pictures of 
w^atcr the was'cs do not exceed three or five. Such faults are caused by lack of dearness 
and dioroughness* in a picture of moruitams there should be a great number of them^ 
high and ]o^v\ large and smalls The virtue shining out to the sbouldcrS;^ the bead 
incimed in salutalioitj the body completely responsive,^ such is the complete realiza¬ 
tion of the beauty of the mountains- In paintmg water one should represent it with 
order and confiision^ whirling, splashing, overflowing, leading out ^ towards a far 
expanse^ The representation is satisfying only when the whaler is sufficiently a bund ant ^ 

^ Hiiai-m, a famotn ealligrapher of Jhe Tang period, who excelled in “grass characters". 

* Chang Tien, "*Cfa2y Chang,"' wskB nnnlim escenttic diaractcr of the T ang period, famnua for his writing 
and hid love of winCk 

* Words by Mcng'lzii. 
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What does it mean not to have enougli experience {to be one-sided)? Peters of 
to-day who are bom in Wu (Kiangsu) or in Yiieh {Cbckipg) paml the high and 
barren places of the South-Eastj those who live at tlsien-cb in (Shensi) tepr^ent the 
strong and toppling Kiian-lung mountains. Those who learned from Fan K‘uan are 
lacking in the reflnement and beauty of Ying-ch‘iu {Li Gh'eng), Those who Immed 
from Wang Wei have not Kuan T'ung’s bony style (structural manner]. All these 

faults depend on insufficient experience, • r u j 

What does it mean not to grasp the tsscndal features ? Mountains ol a thousand. 
li arc not entirely marvellous, and how could a water-course of ten thousand « be 

beautifh] in all its parts ? , 

The Tal-liang range is the pillow of China, but its face is Lur-lu (a place in 
Homui), T‘ai shan occupies Ch'i and Lu (Shantung), but its most beautiful ^I^cts 
are at Lung-yen. If one paints these mountains quite alike, what difference will there 
then be from a map ? All the faults of this kind result from not grasping the essential 

Tlicrefore, to paint only sloping hanks leads to coarseness; to paint only soUt^ 
and empty places leads to meanness; to paint only figures leads to viilgaiity; to paint 
only high buildings leads to confusion. He w'ho paints only stones exposes the bones, 
while he who paints only the soil makes too much flesh. 

Briisli-work which is not finished and completed is called scatters and careles:^ 
it expresses no real ideas, Ink and colour which are not moist and shining are called 

dry and arid. They express no iKing thoughts. j u- t. 

Water which does not flow and murmur may be called dead water. Clouds^ which 
are not alive may be called frozen clouds. Mountains, on which one cannot disIinguish 
the clear from the dark parts, are without sun and shade. If the mountains arc not 
divided into hidden and visible parts, it may be said that the mists and the vapours 

are missing, , , . , , l u 

Tlie places on the mountains where the sun arnves are bright, but the spots where ii 

docs not reach are dark; the shapes of the mountains depend on the sun and the shack'. 
When the bright and the dark parts arc not divided, the mountains are said to be 
without sun and shade. The places on the mountains which -enveloped m tnist and 
vapout^ are hidden, but where the mi^t and vapours do noi reach^ the parts are 
visible* The aspects of the mountains depend on the mist and die vapours* men the 
hidden and visible parts arc not di’vided, the mouiitains are said to be without mist and 


Mountains are big things; tliclr shapes may he high and lofty, proud and arrogant^ 
dignified and generous; they may be as if seated with legs spread out or with legs 
crossed. They may be massive and thick, hold and brave; they may reve^ a U\nng 
spirit; and be majestic and strong* Tliey may be as if looking around or Mwing m 
salutation. They may have a cover on the top and a scat below, a support in front and 
something to lean on at the back* Tlie>^ may be looking down as if obscr^dng something, 
or strolling about waving hkc banners. Such arc the ^eat aspects of the mountains. 

Water is a thing aHve; its appearance may be quiet and deep, soft and smooth; 
it may be like the big ocean, or it may be winding and curving. It may be unctuous 
and glossy, or sprinkling and bubblings dashing like arrows. It may come from many 
springs and be flowing far away* It may form waterfalls reaching up to the skies and 
rmhing dawn into the earth; it may have peaceful fUhermen and a joyful vegetation 
(at its banks). It may bring along mist ann clouds which make it look beautiful and 
attractive. It may form shining streams in the valley's and be dazzlingly bright. Such 

are the living aspects of water. ^ , 

The mountams have the water-courses as their arteries, grass and trees as their 
hair; mist and clouds as their complexion. Tlierefore mountains must have waters 
to be alive, grass and trees to be beautiful, mist and clouds to be fine and alluring. 
The water has mountains as its face, pavilions and kiosks as its cyxbrows and eyes, 
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angling and fishing to give it animation. Therefore when there is a mountain, tfic 
Vi’S ter looks attractive; when there are paWUons and kiosks, it [ooks bright and 
pleasant, w'hen there are fishei^ and anglers, it looks wide and great. Such arc the 
combinations of mountains and w'atcr. 

Among tlic mountains there arc high ones and low ones, 1 he high ones have their 
arteries below, iheir shoulders and haunches are opening wide; tlieir supporting feet 
are strong and thick. The peaks and cliffs are standing close together as if they were 
linked into a bright unbroken bell. High mountains of such kind arc called not orphans 
and not tiimbhng. The low tnountains have their arteries above; their tops are half 
drooping, their necks are intertwined, thidr supporting roots big and strong, their 
piled up mounds are fidl and rounded; they reach far into the earth; nobody can 
measure tJieir depth. Low mountains of such kind are called not flat, and not 
dispersed. If the high mountain is solitary it is of the common dass; if the low mountain 
is slight, its spirit is dispersed. Such are the styles of mountains and water. 

The rocks form die bones of hca^'en and earth. They should be buried deep in the 
earth and not be disclosed on the surface. The water is the blood of heaven and 
earth; die blood should circulate and not be fro(Zcn or obstrocted. 

Mountains without mist and clouds are like a spring without flowers ^d gi^s. 

Mountains without clouds are not beautiful, without water not alluring, w'ithout 
paths they show no movement, tvithoul forests no life; without depth they arc shallow, 
without horizontal extension they have only foreground, without height they arc low. 
Mountains have three dimensions: Looking from the foot of the mountain tow’ards its 
top is called height; looking from the front towards the back of the mountain is called 
depth; looking mom a near one to a far off mountain is called flat (horizontal) 
distance. The tone of the height dimension is clear and bright; the tone of the depth 
dimension heavy and dark, ivhile that of the horizontal dimension is sometimes clear 
and sometimes dark. The height b boldly resolute; the depth b made up by layer 
be>'ond layer; tlie effect of dbtance b obiained by inserting vaporous lines wlilch 
gradually disappear. 

The figures of the three dimensions are as follows: Those on the heights clear and 
distinct; those in the depth small and delicate; those in the distance mixed and 
intmobiJe. The figures which are dear and dbtinct are not short, those which are fine 
and delicate are not tall, those which are mixed and immobile not large. 

The size of the mouuiains b of the third degree: they arc bigger than the trees, 
but the trees are bigger than the men. If the mountauLS are not several ten times 
bigger than the trees, they are not large mountains; If the trees are not more than ten 
times bigger than the men, they arc not large trees. The part by which trees can l)c 
compared with men arc the leaves; the thing by which men can be compared with 
trees is the head. A certain, quantity of leaves may be equal to the head of men; the 
head b made up hy a certain quantity of leaves. The men, the trees and the mountains 
have all standard proportions between them. 

A mountain should be high. WTicn completdy shown it b not high, but if its 
haunches (middle portions) arc surrounded by mbt and vaporous douds, then it b 
high. The water should be far extending. When showm completdy it has no extension, 
but if partly hidden, partly shining in a broken course, then it is far extending. . , . 

In the foreground should be coiling streams, split mountains, crooked trees and 
tortuous woods arranged into a picture. As one approaches sucJi a picture the details 
lyill not be boring but satisfying to the eye even at a close examination. Towards the 
sides the views should be open. The ranges and ridges should have many sections 
(layers) linked together and vanbhing with the distance. When one draws away, they 
will then not be boring but entirely satisfying to the eyes. 

Far off mountains have no wrinkles; far off water no waves; far off men no eyes; 
i.e. they have them, though they do not seem so. * 
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Hua / {Idtas or Afotms for Paintittg) 

Tlie men of tlie world think that picturiis arc made simply by moving the bmsh{ 
they do not understand diat pakitkig is no easy matter, Chuang-tzu said: “The painter 
takes off his clothes and sits crossl^ged”—true statement about the painter's ways. 
The artist must nourish in hLs heart gentleness and cheerfulness; ills ideas must be cjuici 
and harmonious as said (in Li Chi)^ the heart should be qiuet, honest and sincere to 
the utmost (see Couvreur, Diet., p. 5 to), then the various aspects of man*s gladness 
and sorrow and of every other thmg, be it pointed, oblique, beat or inclined, will 
appear naturally hi his mind and be spontaneously brought out by his brush. 

Ku K‘ai-chih of the C!hin d^masty constructed for fiimself a high building as a 
studio for painting; he was, indeed, a wise man of ancient times. If one dues not act in 
tills way (not doing so) die inspiration will soon be restrained, distracted, dulled or 
obstructea, and how could one then represent in painting the appearance of things 
and of emotions ? 

It is like a workman making a cA'irt (table harp or lute)* He has found at I-yang 
a wtt-l'ung tree; Ins hands arc skilled, his diouglits mysterious, his mind quite clear on 
the point, and so while the tree (living material) still stands with branches and leaves 
untouched, he sees the lute made by blaster Lei quite clearly before bis eyes. But tlic 
man whose thoughts are troubled and whose bwy is worn out looks at die sharp 
cMsels and knives and does not know where to begin. How could he accomplish the 
Chiao-u>ei lute ^ of the five notes and make its sounds reverberate with the cleax ivind 
and the running water? It is, indeed, as a man of former times said: a poem is a picture 
without form, a picture a poem in form. Wise men have often discussed this (saying), 
and we have made it our teacher. 

I have therefore in my leisure hours looked through some poems of the Chin and 
T’ang periods and sometimes found among them, excellent verses which ^press the 
things ivhich are in man’s heart, or die views which present themselves to his cy<». 

But if I did not live in perfect harmony and ease and was seated at a briglit window 
before a clean table burning a stick of incense to dispel all anxieties, the line verses and 
c.Kcellent ideas did not lake shape; the inner mood and beauty of their meaning wm 
not realized in my thoughts. How can it then be said that the principal thing in 
painting is easily reached ? When circumstances are ripe, the heart and the hand 
responsive, and one is starting with some horizontals and verticals or some central part, 
“taking from the right and the left and finding a source”—lo, a man n't the world steps 
in, leads the thoughts astray and givc.s a rude shock to the feelings—then, all is out! 
Tlierefore I (Kuo Ssfi) have recoiucd some of the beautiful verses by ancieut poets, 
which my father used to recite, which contain excellent though is for painting, 

(The author then quotes some verses of the T‘ang and early part of the Sung 
dynasty, most of which may be read in Waley’s translation.) 

Hua ChSek {Secrets or Alethods of Paintiug) 

\Vhenever you arc going to use the brush, you must first correlate the sky and the 
earth. This means that on a sheet which is r5 foot high, the upper part should be left 
for the sky, the lower part for the earth; between them one may develop the ideas of 
the scenery. I have secu beginners of the present day hastily grasping the brush, 
throwing down carelessly some ideas, shocking the feelings with their smearing and 
rubbing. When looking at their overfilled sheets the eyes get stuffi^, the effect is very 
unpleasant. Works ivhich arc done in such light-hearted fashion cannot express 
any thing high or great. 

^ Chiao^wti (scorched tail) alluding to a story of a lute made from a charred tog of the Kv-t'imf Uoe, 
which an enthmiasi rescued for that purpose from the flamca. Giis, Dktionaiyf *317. 

Thc man who made this famous lute, which produced sounds of unsurpassed beauty, was Ts*ai Yung of 
ihe later Han dynasty. CT. VValey, op. dt, 193. 
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In painting landscapes one should first attend to the great mountain which b 
called L Ster-pcakWhen the master-peak is fixed, one may proceed with the 
swondary mountains near and far, large and smaU. It dominat^ who c region, 
that is why it is called the master-peak. It is like a ruler among his r ,, , , 

In painting forests and rocks attend first to the great pine-ttce which is called the 
leading master. When the idea of this leading master has been fpted, go 
the crevices and small plants, the creepers and split rocks. Rising as a model on the 
mountain, it is like the superior man in die common crowd. , ., , tc .t.- 

There are mountains cov-CTed with earth and mountains covered widi stones If die 
mud-!illls have stones, the trees are thin and tall. If the stone-l^s have mud, the trera 
arc rich and luxuriant. There are trees grooving on the mountains and trees ^wing in 
the water. The mountain trees, which grow m nch soil, are very tall pines. The water 

trees, which grow in sliglit soil, have many long shoots. t-n. ..i 

Among the waters there is the running water; among the stones or ckfls th^c arc 
coiled up ones. The water may form cascades; the stones may be strangely shaped. 
The waterfalls arc rushing through the forest. The strange stones arc Uke ugers 

squatting at the side of the road. , . ft * .1.. 

Among the rains there is the rain which is on the point of falling and hkew'iM ine 
snow which is beginning to fall There is die pouring rain and the heavy snow-fall and 
also the clearing after rain and after snow. Among the winds iherc is the liumcane. 
Among tixe clouds there ;are tl^ose which return homen Xhc atorm^wipci blows up t o 
Baud and moves the stones. The thin clouds are like stretched out ivhite game. 

The inn<! and the cottages should be at the streams, hut not leaning over die rushmg 
torrents . , , because of the danger. 

The villages should he placed on the open land easy to cultivate and not on 
mountains . . . difficult to reach and culdvate. ^ , 

When using the hmsh one should not l>c used by it, and in using the ink one should 
not be used by the ink. Tlie brush and the ink arc superficial things, but how 
those who do not know how to handle them accomplish anything really wonderful. 
The difficulty of handling the brush and the ink is the same as in calligraphy, which is 
of the same order as painting. Thus it has been said that Wang u-chiin (Wang 
Hsi-chih) liked the geese; the movemeniof their turning necks seemed to hini alike to 
the movement of a man's wrist when he is liandling the brush. This applies to tlic use 
of the brush in painting just as well as in calligraphy. It is generally said that he who 
is good in the one is also good in the other of these two arts, because in both ihc 
movement of the wrist in using the brush must be easy and unobstructed. Someone 
may askt what kind of ink should be used ? to which my answer is; I'Usc cither burnt 
ink or ink which has been stored over night, or faded ink, or dust-ink; if one kind is 
not satisfying, take another,*' 

(In the following, various mixiurcs of ink are described and ilieir use in different 
pans of the pictures; also how colourlstic effects may be obtained, etc. These notes, as 
well as those concerning the various positions in which the brush may be kept, its 
“clinching”, “pulling'’, “hitting”, etc,, are evidently of interest for the technical 
student, but they do not mean much to people with no practical experience in the 
handling of the Chinese brush and ink.) 


The importance of Kuo Hsi's discussion of the aims and methods of landscape 
painting does not depend on any startling originality in hb ideas. On the contrary, 
it seems most probable that hb principal points of view are practically the same as 
those of all the great landscape painters of the Five DjTiasties and Early Sung 
period. He explains what the others had practised and what he himself also tried 
to convey in pictorial fonn; he shows the road along which Chinese landscape 
22 
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painting at that particular epoch had reached a relative degree of perfection, and 
by thi.n his discussion becomes of very broad and genera! interest, 

Tltc fimdamental point of view, which depends on the artist s intimate com¬ 
munion not only with objective appearances but with the very soul of nature, 
also emphasized in the biographical records of the earlier painter and ui t e 
treatises which pass under the names of Ching Hao and Li Ch eng, but it is 
developed by Kuo Hsi in a more thorough and rational way than in any of the 
earlier writings, and in terms which are coined by the artist luraself and not by 
subsequent editors. The main parts of his treatise have a tone of personal experience 
and conviction, which adds a great deal to its significance. 

Kuo Hsi’s remarks seem to fall into tw-o different classes; those which are made 
by the great artist who addresses himself to Itis son (and to other students of 
painting), and those spoken to the general public by the soraewliat scholastic 
advocate of landscape painting; and it is particularly the latter which are supple¬ 
mented by Kuo Ssd, The fonner have evidently a far greater artistic significance, 
but the latter lend a rather picturesque historical colour to his exposition. When he 
insists on the demand that the paintings should represent such places, where wise 
and virtuous men like to dwell and to idle, and that they should do it so that one 
actually feels like being in the woods or by the mers without stepping out of the 
house, he places himself with the long row of Chinese scholars and philosophers 
who have advocated the greatness of painting by its power to supplant objective 
reality. It is a ikvouritc argument of the Confucian scholars to whom art, too, needs 
to have a definite practical and inteEectual purpose. Kuo Hsi s way of exposing 
this demand is, however, remarkably free from the intellectual dross of many later 
writei^, and it is supported by the imaginative power ^at dso rum through his 
somewhat detailed observations of nature and his discussions of rnolives and 
compositions. He is intrinsically an artist, not a pliilosopher or a chronicler. 

The eclectic manner of study which he recommends was also a genei^y 
accepted tlieory among the best educated writers and painters of the Sung period. 
A good painter should know thorougbly all the best points of his predecessors; he 
should be familiar with their technical methods and thus reach a complete mastery 
in the handling of the instruments of his calling. His own style should be the result 
of wide experience and a thorough study based on classical models. Such was the 
main road; it may have lead to an over-production of empty repetition, but out of 
this mass grew the masterpieces created by the men who, like Kuo Hsi, had walked 

to its end and reached freedom. ^ 

Among the observations that Kuo Hsi offers of the appearances and phenomena 
of nature, the mountains, the streams, the clouds and the mist arc several which 
illustrate the remarkable realization of space and aerial perspective that we have 
noticed in all the great landscapes of this period. It is evident that Kuo Hsi, like 
his immediate predecessors, had a very definite conception not only of the 
significance of relative sizes and distances but also of the expressional value ofspace. 
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A larce part of his comments and advice arc devoted to this subject and to the 
methods by which it may be treated in painting, l.e. the light and shade efiects, 
the atmosphere at different seasons and hoars of the day, the sweeping mist that 
covers portions of the mountains, the water-courses that appear and disappear, the 
clouds and rain and other of the ev'er-changing phenomena that make the beholder 
realize that he stands in front of a re\'eIation of a great mystery—-a ^ction of the 
infinite life. In describing these things as well as some of the pnncipal forms of 
natural scenery such as the majestic mountain, which is enthroned like m emperor, 
the master-pine, w'hich is the leader among the trees, the stones which are like 
squatting tigers at the road-side, the vegetation which forms the hair of the 
mountains, the home-going clouds, etc., Kuo Hsi does it in terms which seem to 
suggest that he considers all these manifetations almost like animate bein^. 
Th^ arc presented with individual characteristics, and they play their parts quite 
actively in the great drama which is unrolled before the painter’s eye: act alter act, 
scene after scene at the various seasons, in the morning and in the evening, day and 
night. And the human beings which he introduces take part in the same drama, 
they accord themselves by their appearance, by dicir actions and expr^ions with 
the seasons and with the changing moods of the days. There is no csscndal 
dilierence betw'een them and the trees and the mountains for the great iandscape 
painter. They are all pervaded by the same consciousness, the same feeling of 
unity with nature,ir this w'ord is taken in its most general sense, including the spiritual 
as well as the material. The realization of this maybe reached when the consciousness 
of ihc painter is in perfect harmony with that of nature. Theii his representations 
will be convincing, and he will be able to express the essential character and 
significance of all the changing forms 

The right mental attitude of the painter is the main thing, and it is symbolically 
expressed by Chuang-tzCi in the saying quoted by Kuo Hsi: “The painter takes off 
hb clothes and sits crosslegged,” which evidently means that the painter should 
divest himself of all exterior influences and reach absolute mental equipobe — only 
in tliis state of aloofness and harmony will he be able to grasp the iiuier meaning of 
things. This is es-scntial, because everything must be represented in accordance 
with its inner nature, the sesthetic significance which only the real artist can see 
or sense and reveal in his work. He may dbcover it in the forms of the objective 
w'Orid as the great lute-maker who saw the wonderful lute in the growing tree (or, 
like Michaelangelo, who saw the shape of hb statue in the marble-block). 

The work by which thb inner form or significance is made manifest in a 


^ T\m was alaci tlic mtttprc^tation given Kuo SsCi^i trealbr by bis cgntctnpcinu-icST as for itisUiricc, Tcng 
Ch'uiij who writee (in Hm Ori): "loiiimitrrabk ihings with all their detaili may Ik rcndrrcd through (lie 
intcillgutit UK of ihc hruiihr but ihere h cmly one way in which their character cari be fully expressed. Which 
b it ^ It is the iranamilting of the spirit. People thtok that men alone have spirit (sou])» they do not rralizct 
that everything h ensouled. Thus Ji>Hsn (Kuo scomed the works of common men^ he said that though 
they wm called paintings^ they were not painting (as art), Thcrcfort the manner of painting which 
posuascs spirit-harmony (ch^byOtl) and Lifr-iDovemcnt (shen tung) is the faranrost/* 
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painting must not be forced or hurried. It cannot be done when the body is tired 
or the mind distracted, because then the picture will become weak, sketchy, or 
loose. The painter must choose the right moment, both from the psychological and 
the material point of view, and then work with utmost concentration, putting his 
whole soul into the w-ork. K.uo Ssii gives a vivid description of the severity of the 
task, the mental energy needed to surmount all the outer obstructions and inner 
difficulties, and he makes us realize that the final picture, which may have the 
appearance of being thi'own down lightly, is the result of a long and repeated 
struggle. And this applies not only to the technical execution, it is also a matter of 
character, concentradon, mode of life. 

Similar ideas have also l>een expressed by Leonardo, for instance, when he say's: 
“The painter ought to be solitary in order that the well-being of the body may not 
sap the vigour of the mind,*’ etc., and they have been realized by many of the 
great artbts in the West as well as in the East, but they have seldom fc^n put into 
practice w'ith more devotion than by the landscape painters at the beginning of the 
Sung period. To them painting was not only poetry in form, as often said; it was 
also truth, a manifestation of a spiritual reality which existed in their own conscious¬ 
ness and from this source was reflected in great works of art. 

(4} Mi fei and Su lung-p^o and tkdr CircU 

If Kuo Hsi may be called the consumraator of the traditional style of landscape 
painting, which reached its culmination in the Northern Sung period, his somewhat 
younger contemporary, Mi Fei went his own way as a landscape painter, w'orking 
in a manner w'hich had little in common with the styles of his predecessors. Mi 
Fei’s importance as a landscape painter has been much extolled by later critics, 
and Ills position as one of the foremost representatives of the Southern School 
particularly cmpiiaslzed, yet, it may be questioned whether his glory would ever 
have become so great among hb countrymen had it not been for his extraordinary 
quahties as a critic, a writer and calligraphist. He was, indeed, a most interesting 
personality, but bis painting formed only a minor part of his creative activity. 

Hb name was originally Mi Fu, but he changed the second character of hb 
name to another (S)» which may be pronounced Fei as well as I'u, and became 
hencefortli popularly known as Mi Fei, His was Yuan-chang, hts kao Nan-kung, 
but he was also called Mi Hsiang-yang, apparently after the place where he was 
bom in 1051,' We are told that he was an extremely precocious boy with a great 
fondness for arts and letters. Hb faculty of memorizing was truly Chinese; at the 
age of six he could learn 100 poems a day, and by going over them again, he could 
recite them all. He enjoyed the particular favour of the Emperor Jen Tsung’s 

* Thii la the alatcxncnt in Mi lldtaig-fang Cidh Lin (cjuotHi in CA'ij^-Ao Mstt Htm ^*'*^ff* which 

contains the fulJeit biographical data about Ml Fei. In Hua CAi it w stated that Mi Fti * ^ihcr moved from 
T'ai-yQan (Shaitd) to Wu whrrc ihc soo would havt born. 

VQU rt*—£ 


25 



A HISTORY OF EARLY CHtNESE PAINTING 


consort (in whose service his mother was employed), and was first appointed as a 
Reviser of Books. Then he held successively the f'oUow'ing official posts; Professor 
in the Bureau of Ceremomes, Governor of Ch'ang-chou (Klangsu), Professor of 
Calhgraphy and Painting in the capital, Secretary of the Board of Rites, and 
Military Governor of Huai-yang (Kiangsu), The firequent changes are said to have 
been caused by the fact that his tongue was often too sharp and lus genius could 
never submit to the rules of officialdom.* His character was, like his style of 
wTiting, firm and upright ‘‘like the mast of a sailing craft in the wind”, to use a 
metaphor of his great fiiend Su Timg’p‘o. He died finm an ulcer in the head at 
the early age of 56, 

Mi Fei’s striking appearance and easy manners were furthermore accentuated 
by his habit of dressing according to the mode of the T‘ang dynasty. "Anyone 
would be able to recognize him even though he had never seen the artist before,” 
and wherever he w'ent, he attracted a crowd. His fondness of cleanliness became 
also proverbial. We are told that he used to have water standing at his side when 
working; he washed his face very often, though without using a towel, but he would 
never wash in the same vessel, or put on the same clothes that somebody else had 
used before. 

Mi Fei’s ruling passion ever since his early youth was the collecting of old 
writings and paintings. When a boy he was supported in this by his mother, who 
sold her hair-ornaments to secure him means for the purpose. The fortune he 
inherited was gradually lost on relatives, but he continued to collect and made 
every possible sacrifice to secure the specimens he wanted. To what extent he 
was dominated by this desire is illustrated by the anecdote, according to which 
Mi Fei, when he once was out in a boat with some friends, was shown a calligraphy 
by Wang Hsi-chih (the great fourth century writer), and this made him so excited 
that he threatened to jump overboard unless the owner made liim a present of it; 
which consequently could not he refused. * No wonder, that Mi Fei’s collection 
of writings and paintings gradually became a treasure-house of the first magnitude 
and his simple abode a meeting-place for the greatest scholars of the time, "He 
w'as staying in a very poor house in the capital. WTien guests arrived he treated 
them to tea and showed them some of his art-treasures. ITie time was then happily 
spent in writing and chanting poems in praise of the pictures.” But as some of his 
guests w^ere inspired rather by curicsity than by coonoisseurship and evidently 
lacked veneration for the precious documents, he arranged his pictures in two 
series, one that could be shown to everybody and one that was kept for a iew' 
selected friends. He explains this as follows: "The reason why I kept a secret 
collection, was my fear that the people might touch the pictures with their fingers 

^ Accotilinj^ Ui AH liiumg^ang CMk Lin, h.e very capable aa an official^ but fond irf cntiiiziDg and 
odmor^huig hh rubordinaie^; it ii furthermoiie said diat he did not want to follow the waj-A of the worlds 
hw aednna wete ai timei cccentrie, and aj a remit of this he met with repeated mbforiune as an olfichiL 

■ Gf. GiieSj op. edt, p, after an unimmed ChuiEsc sounee. 
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or wipe them with their sleeves, Incidentally such things happened, and I had to 
clean the pictures afterwards, but as the paper was quite thin, the pictures could 
not stand many cleanings. Anybody who touched a scroll out of curiosity brought 
it thus nearer to its destruction.” ' 

In his Hua Shift Mi Fel refers quite often to specimens in his o\'k'n collection, 
which was partly inherited, but mostly composed of pictures he had acquired:— 

“The collection of my family contained a great number of old specimens of die Chin 
and T‘ang periods. I discarded from it a hundred scrolls; nowadays it contains only 
ten really fine spccimensj but when I ftnd some more wonderful things I keep on 
adding to it. 

“Paintings of the Chin period should be carefiiUy preserved, because sudi things 
are very rare. I named my studio Fm Cfdn Chai [the Studio of Cliin Treasures). 
Whenever 1 enter it, I hang such things on the wall; there is notliing comparable to 
them of Lite present day, 

“The prices of old writings and paintings should not be discussed. Scholars do not 
like to acquire such things for money; they prefer to exchange them between dicm- 
selves, which is a more refined way. When a man of to-day obtains such an old 
specimen it seems to him as important as his life, which is ridiculous, It is in 
accordance with human nature tJiat things which satisfy the eye, when seen for a long 
time become boring; therefore they should be exchanged for fresh examples, wMch 
tlien appear doubly satisfying. This is the intelligent way of using pictures.’ 

The extraordinary care and thoughtfulness with which Mi Fei selected and 
handled his artistic treasures are illustrated by a number of passages in the same 
book, as for instance, the following:— 

“I have in my studio a great many landscapes by old and modem friends and 
tcachem, but very few of these rise above the common level- They arc mostly things 
done in a hurry; mist and clouds, shade and light, trees and stones arc not worked out 
thoughtfully in detail. When at a convenient time some connoisseur asks me (to show 
pictures), I take out such that are no more than 3 feet wide or 3 feet high and hang 
tlicm in pairs in my studio. When not exceeding 3 feet, the mount of the pictures does 
not reach the chairs, and men can pass clear before them without toucliiug tlicm with 
their shoulders. I particularly avoid the large pictures and do not show any of those 
which are commonly called Li Ch‘eng and Kuan T'ung.” 

Nobody could mate Mi Fei forget his strict principles as a collector. 

** When Chancellor T‘ajrig Chih-tung wanted to see my collection, I told him of my 
conditions. He agreed. I had two tables placed side by side and spread on them white 
paper and silk, I washed my hands and took out the scrolls myself from their respective 
cases and unrolled them for the visitor to sec. He sat in front of the table with folded 
arms examining the scrolls with ease and care; when he said: ‘Open,’ I opened the 
scroll, and when he said: ‘Roll,* I rolled. He sat there looking ^rand and dignified, 
while 1 ran about like a servant; and this I was willing to do in order to save my 
scrolls from being touched by his fingers or sleeves.” 

This vivid illustration of Mi Fd’s life as a collector and his passion for artistic 
values is complemented by another anecdote in the Shik Lin Pi Shu Lu/ recording a 
visit of his fiiend Su Timg-p*oi— 

1 Qiioied frtjtn Mi Fci*^a InfA ShM Tifh in Chl'ing-hQ Shu Hua Fmg^ voL L 35^ 

^ Quoted in Ch*ing~hD Shu Hua Fang^ voL tx^ L 33. 
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“Once he invited Su Tang-p'o to dinner. Two long tables were placed facing each 
other, and on them were piled fine brushes, exquisite ink ^d 300 sheets of ^per, wi^ 
some food and drink at the side* When Timg-p^o saw this airaogcm^t, he laugh 
heartilv. Between each drink they would flatten the paper and wtilc. Two page Iroys 
were kept busy grinding the ink, but they could hardly keep on mafang enough of (t. 
Towards evening the wine was giving out, and so was the paper. Tncn each of them 
look the other’s papers and said good-bye. Aftenvards they found that they never had 
done better writing,” 

Wanting or calligraphy was to these men something comparable to musical or 
|x>etica] composition* It required an alertness of spirit and nerve, which they 
w'ere wont to increase by the enjoyment of wine* By this they' reached a state 
of exhilaration rather than drunkenness. Su Tung-p*o himself says that it w'as 
only in this state that he could write well the targe grass characters and also the 
“small model characters”. His admiration for Mi Fei as a writer seems to have 
been most profound; he likens Mi Fei’s brush to a sharp sword handled with 
consummate skill in Bghdng, or to a strong IjowT that could shoot the arrow a 
thousand Zr, piercing anything tliat may be in its way. “It was the highest perfection 
of the art of calligraphy. It was like Chung Yu (Tzu-lu) before he met Confucius- 
very aggressive and fond of fighting.’* Other writers claim that it was only Mj Fci 
w'ho could successfijUy imitate not only the shajjcs but the very spirit of the firm 
and hold style of the Six Dynasties; his way of WTiting “was like ri^g a noble 
steed, w'hich advances and returns easily w'ithout the use of bit or whip”, free and 
natural, strong and firm. 

It may not be necessary to repeal iiere the practical advice that Mi Fei offered 
to students who asked him about the secrets of good brush-work. They 
represent experiences and technicalities which hardly can be appreciated by 
Westerners who nev'cr have handled a Chinese brush. To Mi Fei the brush was 
not only the sword of his soul but a magic rod, which imparted life whenever he 
wielded it, be it in writing or painting; the iw'o arts were to him essentially one and 
the same. 

If we may believe TSng Ch*un, who wrote his Haa Chi about half a century 
after Mi FeFs death, the artist made most of his paintings during the last seven 
years of his life. The statement may be exaggerated, but it Is worth quoUng, 
pardcuiarly as it is given in w'ords wliich are supposed to be Mi Fei’s own; “From 
the time w'hcn Li Po-shih w^as taken ill In his right arm I started to paint.’ As Li 
always studied Wu Tao-Lzu, he could at last not free himself from the master, but 
I choose the great and old-fo.shiQned Ku K'ai-chih [as a model) and did not make 
one stroke like Wu’s. Nor was the elTcct of Li’s brush-work \'er\' high. 1 painted 
the eyes, the faces, and the structure (of my figures) guided by my own genius and 
not by any teacher, and I represented the loyal men of antiquity.” 

It may be that the above statement refers in particular to figure painting, which 

1 Li Rung-lin was taben ill about i loo by severe rheuiuaiisni, which forced him to keqs in bed and 
practically abstain fmm painting* 
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was the special field of Li Kung-h*n, but even so, it is surprising by the vcr>^ critical 
tone in regard to Wu Tao-tzil and Li Kung-iin and by the vindication of Ku 
K^ai-chih as a model. Mi Fei may, indeed, have felt the greatest admiration for 
Ku as a representativ'e of the refined and old-fashioned style, which always 
appealed to his sensitive taste, and he may have copied Ku as he copied many of 
rhf* early masters, but he could hardly have followed in his footsteps as a painter. 
The additional remarks that he painted according to his own genius and was not 
guided by any old masters, seem more to the point; in this respect he was, no 
doubt, more independent that Li Kung-lin. But whether he was a greater creative 
genius than Li (as he himself would like us to believe) is a different question, which 
we now'adays are hardly in a position to answer. 

The pictures w'hich still pass under the name of Mi Fei are, without exception, 
very suggestive renderings of clouds and mist around mountains and trees, but 
rather lacking in structural form and draughLsmanship. A consequence of this 
peculiarity and of his great fame are the numerous imitations made of his works 
from early times, which are often said to have been exceedingly close to the originals. 
We must therefore leave the question open whether any of the beautiful paintings, 
mentioned below, which carry Mi Fei’s seal and signature, are his works or 
those of some clo-se follower like the son. Mi ^;u-jen, who had the spirit and the 
manner of his father,** or Kao K'o-kung, or Fang Fang-hu, two highlj gifted 
painters who continued his manner in the Yuan period, not to mention later 
imitators. 

The pictures represent, as a rule, ranges of wooded hills or rounded mountain 
peaks rising out of layeis of woolly mist. At their feet may be water^-sometimes 
broadening into open vistas—and closer towards the foreground dusters of dark 
trees, waving like big plumes against the white mist. The elements of desi^ and 
the manner of execution in these pictures are quite typical, but the individual 
accents are not very definite. 

A good example of this class of landscape is a short scroll belon^ng to the 
National Museum in Peking [often exhibited in Wen-hua tien), which is prov-ided 
with a number of imperial seals and with writings by Ch^ien Lung. It is carried 
out in the characteristic blotchy style with effective contrasts of light and 
tones, but it can hardly be more than an imitation or a copy after some composition 

by the master. (PI. 4.) ^ . 

‘ A still softer rendering of a similar motive— mountains enveloped in vaporous 
mist and strelchrs of quiet water-is the bcautiliil scroll now in tlic coUection of 
Mrs. William H. Moore, in New York. It carries an inscription by the pamter 
and a date corresponding to a.d. 1103. A stronger brush is revealed by the small 
bsnqin q picture, known as spring Mmkins and Pirn Tna,m tire Palace Museum in 
Peking'.' (PI. 5.) It carries the seal and signature of the painter, besides several 

■ Cf. A-. rent, vol. i, pi. IS. Size: 1 ft. 9 ta. by 1 n. 3 i"- Tb. imcriplion by E=.pcn,r Kso Tiuua » ,.l 
llie top of Ttif Scroll, \fcalloncil in Sfti CA*tf CAi» 
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imperial seals and a poetic inscription by the Emperor Kao Tsung, It may be an 
original, though somewhat worn, if we may ju^c by the reproduction, and thus 
devoid of some of its original suggestiveness. The most beautiful of all the “Mi Fei” 
pictures known to me is, however, the large Mountain Saruiy in the Freer Gallery, 
which ako bears the painter’s seal and signature. (PI. 6.) The picture is not well 
preserved, but it is a thing of remarkable artistic quality. The mountains which rise 
through the thick layers of mist have a definite structure in spile of all their softness, 
and the dark trees in the Ibreground make a wonderful colour-effect against the 
w'hite vaporous haze that fills the valley. It might well be a somew^hat ruined work 
by the master, though it is difficult to make any assertion In this respect as long as 
we have no safe starting point for judging his individual brush-work. 

The method in which these pictures are executed is essentially coloristic, though 
carried out in a monochrome medium; it is based on tonal values and takes 
advantage of the special possibilities of Indian ink. It vcrifiK; the statement of a 
Chinese critic who wrote; “Colouring in a true pictorial sense does not mean a 
mere application of variegated pigments. The natural aspect of an object can be 
beautifully conveyed by ink-colour, if one know^ how to produce the required 
shades.” ^ We arc also told that Mi Fei "in painting with ink did not necessarily 
use the brush; he sometimes used paper-sticks or sugar-cane, from which the juice 
had been extracted, or a calyx of the lotus. He always painted on paper which 
had not been prepared with gum or alum; nev'er on silk or on the wall, If we see 
pictures done on silk attributed to Mi Fei, we may be sure that they are not by 
him. Neither he nor his son used anything of the kind”.’ 

A beautiful characterization of Mi Fei’s manner as a painter is offered by Teng 
Ch‘un in his Hua Chi :—- 

“His wriiings arc quite numerous, but Im pictures arc rare. I have only seen two 
specimens which belonged to Li Chi (i^, Yuan-tsmi). One of them was on paper and 
represented the branches of a winding pine-tree. It was executed in light ink, and all 
the innumerable needles of the tree were massed togcihcr as in a lump of iron. I have 
never seen any old or modem picture quite like it. The writing on the picture said; 
‘Wlien w'e travelled togetlier with Li Ta-kuan, the learned scholar, on the moon-lit 
lake, each one composed some rhymea of poetry, but Fei (I) made a poem without 
sound; it was in the night, as wc rowed together on the Western Lake' . . , The other 
picture represented plum, pine, epidendmm, and chrysanthemum all united on a 
sheet of paper. The stalks and leaves of the plants were intertwined but not confused. 
There appeared to be many brush-strokes, but seen close they w'ere few; yet it was 
not a coarse or careless work, 11 was altogether of a superior and extraordinary quality; 
die most wonderful thing of the whole period.” 

Although Mi Fei was principally a Landscape painter, we noticed above that he 
also did portraits and figure paintings of an old-fashioned type; among them are 
particularly mentioned some remarkable self-portraits. One of these carried an 

* hy ShEn Queh-clH>u [a ciiiic of the K'ang Hat era), quoted by S. Taki in TJatt an Oritutai 

Fainting, LondoOf p. 66*. 

® Tunijj T^ioj CMng /.u* quoted in Ch'‘in^~ha Skii Ifua Fmgn 
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inscription by his son which said: “My father used to draw tlie portraits of great 
officials and virtuous scholars of the Chin and T*ang €1)11351165 and hang these on 
the walls of his studio. They were copied by men who loved the ancient times, and 
thus transmitted to our days.” 

Mi Fei must have spent much more time in studying specimens of ancient 
painting and calligraphy than in producing pictures of his own. His Hua Shift ' 
(History of Painting) is filled with notices about pictures w^hich he has seen all over 
the country and about early and contemporary masters, and it also contains 
practical advice as to the proper way of keeping, cleaning, and mounting pictures, 
etc.) but very little that could serve to throw Light on his own methods or brush- 
work. It is the w'ork of a rather scomiiil critic and collector, w'ho loves to ridicule 
people for their indiscriminate way of judging and collecting pictures. A lew 
characteristic passages may be quoted to show the general tone of the work and its 
writer. Thus he speaks about the collectors ;— 

“There are many excellent pictures without artist's names, but pK^ple of to-day 
are very liberal in giring names to them. Consequently they call all paintings of oxen 
Tai Sung and paintings of horses Han Kan, pla^niig with these names like saying hao 
(cranes) of Tu Hsun and ksiang (elephants) of Chang Te.” “ 

He makes also a distinction between true connoisseurs and ambitious amateurs: 

“It happens quite often when pictures are shown to prcsciit-day people diat they 
arc given names of old masters which fit them more or less, as they Jire resembling the 
corrccdy-namcd works. Yet, amateurs and students form two different classes of 
people. To the latter may be counted those who are earnest in dieir love of painting, 
who have studied extensively and recorded their observations. They have taken it into 
their hearts, or they have learned how to paint themselves. What they collect is 
consequently of a high order. But those presmt-day people who possess wealth without 
a great love of painting and whose ambition it is to pose as connoisseurs in the eyes or 
the ears of other people may be called amateurs. They place their pictures in silk 
bags and provide them with jadc-roIlers as if they were most wonderful treasures, but 
when they open them, one may break down with laughter. 1 must take hold of the 
table and shout loudly: ‘What a shame to take the trouble of killing people.' ” (Killing 
tlieir good reputation by false attributions.) 

This exclamation became afterwards a cominon saying among connoisseurs 
wrhen they were shown false pictures. 

The discriminating collector Mi Fei gives sometimes good advice for the proper 
preservation, mounting, and cleaning of pictures:'— 

“WTien you get hold of an old picture which is not damaged, you do not need to 
remount it; if the preservation is not good, you should change the mount and the 
backing once. If you change the mounting several dmes, the piemre wiU be ruined, 
because the spirit of the fi^es, the variegated colours of their hair, the charm of the 
luxuriant flowers, the fluttering bees and butterflies, are merely suggestions among 
the dark and light; they may be lost if the picture passes through several remountings.” 

» Then: an: icveral lEpiinti of Mi Fei’* Hua S/iih. The carlial known to me u the kte Ming edition, 
iucliidfd in Chia Tai Pi Shu and in iVaitg Shih Htm I uffw. 

» This is a phy cm words, Tlic writer has chtnen two names, Tu HsOn-hao and Chang Te-hsiang and 
impUcs that thcac should of coutse be used for [wcturcs of cranes arid elcphanis, because they contain the 
characters dgnilying cranes and elephants. 
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In other passages he goes into details about the best method of cleaning ancient 
scrolls, and tells us wh/certain things must be mounted on paper and others on 
silk etc. But these deliberations arc perhaps of a too technical nature to he 
quoted in this connection. More interesting from a historical point of view are the 
observations which he notes down about the different t>'pcs of silk, used in the 


successive periods:— 

“Up to the begiiiniiig of the T'ang dynasty raw silk painting. Wu 

Tan-tzu, Chou Fa^g, Han Kan and ihdr folJowen soaktd the .ilk m lo. water and 
half boiled it with ric4: powder and pounded it into something Ukc a silver pi a 
this the figures appeared very fine and brilliant, Collectors of to-day s oo P^y 
attention to the dlk; if it is of a coarse grade, the pictures cannot be of the 1 ang 
period; they are not right. The paintings by Chang Seng*yu and Yen Li-pen, '^hi'rh 
still remain, are all on raw silk; those of the South T‘ang dynasty are on coarse silk. 
Hsu Hsi’s silk is almost like cotton cloth,” 


Mi Fel's admiration for the old master was as deep and sincere as his attitude 
towards the contemporary painters was scornful and cnticab One is almost 
inclined to ask, if the lack of historical perspective or personal bias and ambition 
did not sometimes blind the critic, though it must be admitted that his clajssifica- 
tion of the painters is practically tiie same which has been accepted by the best 
cridcs of later times:— 


“Intelligent people easily disungtiish Ku lv‘ai-chih’s, Lu T‘an-wd's, \\u Tai>ta!fl s 
and Chou Fang’s figure painungs, T‘eng Gh‘ang-yu’s,’^ Pien Luan's, Hsii Hsi s, ang 
Hsi-ya"s,i and Ghu ChWs ® fiower-, bamboo, and bird-paintings, Chmg nao vUi 
Ch’eng’s, Kuan Tung’s, Tung Yuan’s, Fan K'uan’s, Cbii-jan's and Liu Tao-ahih a * 
landscapes, Tai Sung s oxen, Ts'^ao Pa’s, Han Kan’s and \Vci Yen S horsra, but the 
picturca by tnodem painters are difficult to distinguish on account of their great 
mutual similarity. They are hardly worth discussing seriously, Chao Ch'ang, Wang Y u 
(Chao's pupil), Hsiin Hung® and their likes can be used to hang on the wall, but a 
^e^%’ of them arc quite enough; Ch‘£ng T‘an," Ts'ul Po, Hou Feng,^ Ma Fen, Chang 
Tzu-fang and their likes are good only for defiling the walk of tea houses^ and wine 
shops; they may be himg together w'itb Chou Yueh’s and Cbung-i’a 'grass writings. 
They do not belong to the class of men whom T dkcuss; even nameless and unclassified 
old specimens of brush-work may be esteemed as better friends.” 


The painters whom Mi Fei esteemed the least were those who specialized in 
animals and birds; he writes in another passage;— 

"The study of Buddhist paintings implies some moral advice; they are of a superior 
kind. Then follow landscapes, which possess inexhaustible delights, particularly when 
they have haze, clouds and mist effects; they are beautiful. Then come pictures of 


^ Tcng Ch‘ang-yu frem Wa, later aedve in Shu. Five dyiuisiin. Flowers and birds, particularly plum 
bkosoms. 

*■ Tang Hti-ya, of the South Tang stale. Rival of HsU HaS; painted bamboo, flowers and insects. 

* Chu Ch'iii, a paiatcr of the late Tang period. 

*• Liu Tao-shih, North Sung per. A Taoiit who is said lo have rorgplteiii his name. PUpil of CSiQ-jan. 

^ Hshn Hung. North Sung per. Pupil of Wang Yu, Aetis'C in Ch'eng-tu. Flowers and hints, 

* Ch'fng Tan. North Sung per. Painter of pines and bamboo; in&rioT as figure painter, 

* Hou Feng, North Sung. Academy painter of landscapes; followed in the wake of Kuo Hsi, 

The rest of the alxtve-tiamcd painten arc discussed in our text. 
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flowers and grass. As to pictures of men and women, birds and animaJs, they are for 

the amusement of officials and do not belong to the class of pure art treasures.” 

This pronouncement sounds almost as an opposition to the movement for 
faithful naturalistic representation offlow^ers and birds which was steadily growing 
in importance and reached its culmination in Hui Tsung^s Academy organized a 
few years before Mi Fei^s death. The aesthetic ideals w'hich, as told before, became 
officially accepted, not to say enforced, in this institution were evidendy not those 
of Mi Fei; he belonged fundanientally to another camp, llie Taoistic vagaries, 
which in the Hui Tstmg era received fresh life through the personal interest of the 
emperor, must have been as foreign to his critical nature as officialdom was boring 
to his soul. Tlie collectors whom he ridicules and the painters he scorns w ere just 
the type of men that would flock around the imperial expert and artist whom we 
have characterized in a previous chapter. Mi Fei may, indeed, have known more 
about this growing officialdom in matters of art and about the pretentious master¬ 
pieces in the imperial collection than he transmits in his written words, but what 
he says is enough to make us realize that the ardstic culture of official circles was 
built on rather hollow foundations, and that there existed a wholesome opposition 
to it at least as long as Mi Fei lived. ‘ 

His own painted works do not seem to have entered the imperial collections 
until much later times. It was only in the Yiian period that he was chosen as a 
model by some landscape painters;, and his great fame and particular position in 
the history of Chinese art were finally established in the Ming ^riod when the 
representatives of the Win-J€n fiua (Literary Men^s Painting) discovered in Mi 
Fei, not without reason, one of their most brilliant predecessors. He became then, 
as pointed out before, one of the main pillars of the “Southern School , that 
puzzling product of the Chinese craze for abstract classification which, no doubt, 
would have seemed as useless to Mi Fei as all the other attempts to bring art into 
the shackles of programmes and rules. 

Mi Fei’s style of landscape painting was continued by hb son Mi Yu-Jen, who 
may have done some of the paintings which pass under the father’s name. He is 
often called by his Yuan-hui, a name given to him by Huang T‘ing-chien, the 
great scholar and friend ofhb father, who as a calligraphist w'as hardly inferior to 
Mi Fei. (PL 7.)^ According to Teng Ch'un (who still may have known the younger 
Mi personally), Huang possessed an old seal with the two characters jiinifi hui 

» Yet, Mi Fd was also to souw esttenl drawn within the tuagk circle ef the Eaipcmr Hui Tsung's artistic 
ititicrHU, He presented the emperor with some famoui spedmen* of calligraphy and painting from hii oiro 
coJiection, and was "'amply rewarded with ^ 1 d and mraicy’'. He was lomctittiei admitted to tlic uuperia] 
coUecdoii, but does not s«m to have been a meanber of the Academy of Painting, nor ts he raeutioned in the 
HsUan-ho Ilita P*ti, 

* Huang T'Lng-chien's proud and noble character, which is reflected in hii style of writnig, is well 
characterized by his words; “If a man U commonplace there is no hope for him. Those who are not common¬ 
place behave under ordinary circumstancjcs like ordinary people; but when some crisis arrives, their real 
value is made evident. He called hUnself Shan-ku Tao-jfin, the Taoist of Moimtams and Vales." (Giles, 
Bisgfaphkid ZHicl., no. 873.) 
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(oridnal splendour), which he gave lo the young Mi with the following explanation: 
“I could not make up my mind to give this seal to my children; but axe e a 
young tiger; the strength of your brush is enough to carr>' a tripod. Take 
make Yuan-hui your f^. FoUow always in the footsteps of >'our father. Mi 
Yu-jen accepted the advice as well as he could. His air and manners were th^ of 
hh father; **his landscapes w'erc painted in the dotted manner, the mist and clouds 
were done quite roughly but without loss of their natural cfieci. 

But Mi Yu*jcn was not only a skilful painter, he was also a successful official w-ho 
rose to the vice-presidency of the Kung-pu (Board of Works) and basked in the 
imperial sunshine. Unlike his father, he was proud of it; his self-esteem increased 
in proportion to his worldly success: When he had risen to a high rank, he no 
longer associated with the old fiiends and did not give away his pictures as he had 
done in earlier years. Tlien the people jeered at him and said: “He can make 
rootless trees and massed clouds, but only Ibr the emperor—not for common 

Tung Ch‘i-ch‘ang possessed a picture by Mi Yu-jen representing Th£ White 
Clouds at the Hsiao and Hsiang /hWj, which he esteemed very highly and once 
brought along when he went boating on the Tung-t ing lake (into which the two 
rivers flow). He then made the following observation: “The rays of the sun were 
slanting, and when I looked out from under the matted roof of the house-boat 
into the far expanse, I found tliat the strangely shaped clouds were the same as in 
the ink-painting by Mi, In after-times, at the approach of evening, 1 rolled up the 
bamboo blinds of my window and looked at the same picture, and it appeared to 
me then as something quite superfluous (so close was it to nature). The strange 
clouds of the Hsiang River arc very similar to Kuo Hsi^s snow mountains and the 
open sandy plains at their foot are as painted with watery ink in blobs like the 
works by' the older and the younger Mi, The old saying that Kuo Hsi painted his 
mountains like clouds is not wrong.” In the continuation of the same paragraph 
Tung Ch‘i-ch‘ang points out that Mi Yiian-hui was less interested in the mountains 
than in the clouds, and that such motives can be properly represented only by 
artists who have reached the complete repose in which all passions dissolve. The 
two Mi had at tliat time become established ideals of the Wen-jm kua. 

The great admiration expressed by Su Tung-p‘o in some oi the above-quoted 
passages for Mi Fei as a calligraphist and a painter was evidently reciprocated by 
Mi Fei, who had the highest regard for Su Shih^s ]>aintings of bamboo and old 
trees as well as for his calligraphic masterpieces. (PI. 8.) The two friends were 
kindred spirits, inspired by similar ideas, even though Su Shih was less of a pro¬ 
fessional artist than Mi Fei. His ambition was rather to be the perfect amateur or 
gentleman scholar who wTote and painted when at leisure from official duties and 
had enjoyed enough wine to make him feel unhampered by the troubles of the 
w'orld. Then “the old gentleman and Han-lin scholar vomited ink”, as expressed 
by his friend Huang T‘ing-chien. This condition w'as evidently a sine qua non for 
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his creative work; he says himself that tt was only *‘when his drv' bo^v'eIs had 
obtained wine” that he "felt the irresistible desire to pamt the bamboos on the 
snow white walls.” * It had all to be done in the flash of a fleeting inspiration, like 
an act of the Creator himself, by which the secret of life was revealed in a few 
strokes with the brush. He returns often to this point in his critical comments and 
poemsr Painting should not be a representation of form but a revelation of the mner 
life or soul that animates die forms. He was a poet by nature, and it mattered little 
whether he expressed himself in the abstract symbols of written characters or in the 
pictorial sliapes of trees and bamboos—the spirit was the same and so was the 
rhythm of the brush." 

One or two characteristic passages from Su Tu^-p*o’s writings mmt here 
suffice to convey an idea about his position as an artist and a critic. In his notes 
about certain paintings in the Ching-yin hall he writes:— 

"In paintings of human figures, birds, palaces, and objects everything should 
po s se w ; a constant form. As to mountains, rocks, bamboos, woo^, water, wav«, mu 
clouds, they do not possess a constant form, but they have their constant pnnciplc 
(eternal Htness). When the constant form is misrepresented, people know it at tmee, 
but when the constant principle is not properly expressed, even those who know about 
painting do not easily perceive it. Theraore all_ the cheats and make-hchwes take 
advantage of this. However, misrepresentation in form does not necessanly me^ 
that the whole thing is bad, but if the constant principle is not properly expressed the 
whole picture wiU be deplorable. , . . Sometimes mere artisans may represent perlcct 
forms, but they wiU never be able to give the principle; ffiat can be done only by the 
superior man and gifted scholar,” (Tung-p‘o, Chmn CAi, voi, v.) 

Su Tung-p*o evidently did various kinds of landscapes and studies of nature, as 
for instance, A Flat River-bank, A Fallen Pim4ree, The Blue Cliffs, etc., but what he 
loved abov^e everything else w'cre bamboos and water, two motives which express, 
each in its way, a peculiar combination of suppleness and strength. He has painted 
these motives, and he has made notes about them in tvhich he again emphasises 
the demand for the essential significance, the inner life, or what he in the above 
quotation calls the “constant principle”. He says about water:— 

“In ancient and modem pictures water is usually represented flat and far- 
stretching with quite small millra. Even the very skilful pamters did no more than 
make the tops of the waves rising and falling; men could almost touch them with their 
hands and feel the heights and the hollows. 'Fliey are said to be wonderW; yet, they 
are little better than prints from wooden blocks. In the Kuang-ming era (880) of the 
T*ang d^Tjasty there was a retired scholar called Sun Wei,® who first conceived a new 
idea: he'painted nisliing lorrents and raging waves breaking against rocb and 
tw'isting around mountainous shores, adopting themfieives to the shapes of the barners. 

> Cf. //«* CAi; notes about Su Tijng-p‘o. . „ . 

■ 5y Tudg-p'o’s Uigtily poetic apprccialion of Wang Wei's wall painting: in K.'ai-yQiiii ssu m Fcng- 
haiang, pnnrtously quoted, may also be recalled in this connecdoa. He was probably one of the men wlio 
cantribuled most W lH« cver-gfowmg ideiilizalicin of Wang Wei ^ a pcwt-paintcr. 

* Sun Wei, also known as Ytl from Tiing-yQek, a prammeni painter at the end of the ninth century, known 
for bis Taiusl and Buddhist patnungs as well ai for his ^ascapes. He is said to have reached ibc 
knowledge ofTao. 

35 




A ITlSTOltY OF EARLY CHINESE PAINTING 

He painted the ever-changing aspects (revotudons) of water and may be called a 
divine master.” ^ 

If water was to Su Shib a mirror of the constant flow of life or of its ever-changing 
aspects, the bamboo was a s}»Tnbol of the aspiration of his soul. Its elastic strength, 
its power to yield and to bend before the storm without breaking, have from early 
times made it a much beloved expression for the Chinese ideal of a noble and 
scholarly character. It is a notable fact that some of die greatest cailigraphlsts in 
China have been specialists of bamboo painting, probably not only because of the 
symbolism of the motive but also because the bamboo offers a particular 
opportunity for the exposition of superior brush-work. And it may w'cll be said, 
that none of the scholars and artists who painted bamboo, did it without expressing 
by such w'orks a reflection of their mental or spiritual aspirations. 

Su Tung-p‘o’s way of painting bamboo has been well described by Mi Fei in 
the following passage:— 

^'Su Shill, Tzii-chan, painted his bainboos in ink with one stroke of the brush from 
the ground to the top. I asked him, why he did not paint them in sections (divided by 
joints)? To which tc answered: ‘tki die bamboos grow in sections?’ His brilliant 
ideas he took over from W&n T‘iing (Yu-k'o); indeed, he said lums^ that he picked 
the same fragrant flowers as Wen. The manner of using deep ink in the foregrouDd 
and diluted itiTc towards the background was first introduced by W'£n-k‘o. He painted 
a bamboo forest in a very fine style. Tzii-chan made also a picture of an old dry tree 
with trunk and branches bending like dragons and masses of sharp and cracked stones. 
The queerest things were indeed coiled up in his chest. When I left Hunan on 
business and passed through Hang-chou, I saw for the first time the gentleman dnink, 
and he said to me: ‘Spread this paper on the wall, it is Kuan-yin paper.’ Then he 
rose and painted for me tw'o bamboos and a dry tree together with some strange 
stones. But this picture was borrowed by Chieh-chu and never returned,” (Mi Shin, 
fjm Shih.) 

Bamboo paintings attributed to Su Tung-p*o are not tmfrcquently met with in 
China, but most of them are, no doubt, imitations. The master was an ideal model 
to later generations. One of the most beautiful examples known to me is the picture 
belonging to Mr, Ku Ho-i, which was included in the exhibition of Chinese paintings 
in Tokyo, 1928, (PI. 9.} It represents a single stalk of bamboo, rising tall and 
supple in a slightly curving S-line, supporting a few branches with leaves, which are 
spreading like the pointed wings of swallows. Around it are poetic inscriptions by 
the master and his admirers. 

Wen T'ung, Yii-k'o, to whom Mi Fei refers in the above-quoted passage, 
was a close friend of Su Tuiig-p‘o, W'ho died at an early age in 1079. He was 
considered the most perfect and original of all the bamboo painters and a character 
of unusual nobility. Su TLtiig-p‘o grieved bitterly at his death and WTOte several 
poems and colophons on his pictures, among which the following may be quoted:— 

• (jf. Htut //jikA Hsw Hb, i, L 48. For oLhcj quotallooi &oni So Tuiig-p'o, for tnslaoce regarding; 
portrait paindag, ice Ctksi op. dt., pp, 115-ao. 
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“The bending bamboos growing ai the home of the prefect of Ling-yang,* by the 
cliffs to tbc Norths were real hill bamboos. One of them bad not thrown off its sheets 
and was eaten by worms; the other was hemmed in at a steep c^dee. When my 
regretted friend saw ^csc two, he was impressed and made a picture of them. I 
obtained this ink-sketch and took it to the Yu-ts‘S kung, asking to have it engraved on 
stone, so that the strange and tare sight may move the hearts and startle the eyes of 
connoisseurs and make them realize the noble character of my regrett^ friend, who 
was grieved and bent down, but not distressed, just like these bamboos. * 

The significance of bamboo painting and the artistic characteristics of Wen 
Yu-k‘o could hardly be belter expressed. 

The extraordinary enthusiasm for Wen T‘ung as a bamboo painter, which 
seems to have increased the more as his works became rare and difficult to trace, 
found the most eloquent Interpreter in Li K‘an, a painter of the Yuan period, who 
spent more than ten years searching for pictures by W'en "Fung and who, when he 
finally succeeded, considered it the greatest blessing that Heaven had bestowed on 
liim. In his "essay on bamboo painting, Cku. P*u (to which we will return later), he 
places Wen T*ung in a dass of his own and characterizes him as the sun outsJiining 
all the minor lights, to wit: “‘Until the Sung period there was a gradual develop¬ 
ment; then at last Wen T‘ung appeared like a bright sun on the sky and all the 
torches lost their light. It was like the striking of a big bell, by which the sounds of 
all the clay-kelUcs was drowned. He was brave and strong, grand and noble, as 
explained iby Su Tung-p*o, who venerated him during his whole life.” 

If pictures by Wen T‘ung were rare already in the South Sung and Yuan 
periods, they became still more difficult to find in later times. A fine example has, 
however, survived in the imperial collections and is now to be seen in the Palace 
Museum’ in Peking. (PL lo.)* It represents a large hanging braiich of bamb^, 
placed diagonally across the sheet, and carries the painter s signature and inscrip- 
tions by two later men {4 ft. 1 in. by 3 ft. 3 in.). The motive is far more luxuriantly 
de\'elopcd than in Su Tung-p‘o’s bamboo painting; the abundant leaves form 
lay-ers upon layers, yet, so skilfolly has the painter modulated the Ink-tones that 
every leaf stands out quite clear and definite. Every stroke of the brush reflects 
nerv'e and decision; no wonder that later painters considered his technique 


, unsurpassed. . . . iir -i « 

Wen Fung also painted landscapes “not inferior to Wang Weis and 

“resembling those of Kuan Fung".* If their designs and brush-work was as great 

1 that in his bamboo paintings, they must have been marvellous creations. The 

ily landscape I know which is ascribed to Wen T“ung, is a short horizontal scroll 

in the Metropolitan Museum, called WanHm Vu (Evening Haze), which also bears 

the painter’s signature and seal. 

It is a beautiful picture with fine atmospheric tones, but the execution seems 


as 

or 


^ W'ln Tiling scr^isd fur lomc tinic aA Icacal governor of ling-yang^ 

• Timg-p'o^ Chaan voL 
» Cf. Ku Kung, vol. *i, pi- 9. 

* CD Wafcy, Inde*, p. >00. 
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rather too dr>' and finicky to be by a Simg master like Yu-k‘o. My ^ 

the picture was that it hardly could be earlier than the Yuan pcnod, though 
ver>^ fine composition of mountain ridges, winditig water, and high trees m the 

foreground may reproduce some great work by Wen T‘ung.^ r ■ . 

Su Tung-p‘o formed, as a matter of fact, the centre of a whole group of pain ters 
of a similar type. i.e. highly cultivated men in official service who also were 
prominent as wriieis, caUigraphists, and painters. Teng Clrim who placra them 
Lo a separate class, called Hmi Mien Ts^ai Hsien (High Officials and Virtuous 
Talents), mentions at least a dozen example from the Northern Sung period 
beside such outstanding masters as the two Mi, Li Kungdin and Su Shih. It is not 
necessary^ to relate here all what he has to say about them, particularly as their 
painted works, with one or two exceptions, no longer exist. Most of them 
hav^ specialized in painting bamboos, trees, and rocks like Liu 
chi) an iiidmate friend of Mi Fei, whose brush-work was “wild and firee ; or bu 
Kuo, the youngest son of Su Shih, whose genius surpassed even his father’s but 
whose career ended at the age of 30; or the highly refined scholar Sung Tza-fang 
Han-chieh), who also wrote an essay on the Six Principles of Painting; or 
Ch'eng T*ang Kung-ming), who was the most successful follower of Wen 
Tung and carried bamboo painting to the liighest degree of specialization, or Fan 
Gheng-fii, Jen-i and others who continued the same traditions of bamboo- and 

landscape-painting. - . , -u 1 

One of the oldest men of this group, by whom an onginal work may stiU be 

seen in tbf ex-imperial collections in Peking, was Chao Pu-chih,Wu-ebiu, 
Atfo, Kuei-Iai-tzu. He was bom in 10512, served in the Yuan-yu era (1086-^3) as 
secretary in the Board ofRites, was then appointed governor ofHo-chung (Shansi); and 
after a period of misfortune he became, through the protection of Chang T'icn-chueh, 
governor of Ssu-chou (Anhui), but died one month after this appointment, in 1110. 

This official career did not prevent him from carrying on an intense activity as 
a writer, calUgraphist, and painter. His preparation for this must have been of the 
most comprehensive and eclectic kind; the number of old masters chosen by him as 
modeb seems almost bewildering, but the result \vas nevertheless a “floating and 
wonderful style” of hb own. To quote from Hm Chi ',— 

“In painting Bodhisattvas he follpwed Hou-yu, for clouds he followed Wu Tao-tzii, 
for stones and pines Kuan T*ung, for buildings, grass, and trees Chou Fang and Kuo 
Cliung-shu, for broken trees and creeping plants U Ch*eng, for rocks and dry trees 
Hsii Tao-niiig, for rushing water and mountain ranges Tung Yuan, for mounted men 
with bows Wei Hsien, for horses Han Kan. for tigers Pao Ting, for monkeys and deer 
I Yuan-chi, for cranes, pheasants, small birds, and mice Ts'ui Po. He collected the 
good points from ail these masters and combined them into excellent and wonderful 
pictures.” 

To us it may seem still more wonderful that he, after such extensive study of aU the 

1 Cf. Chin^t P&iniingi in Afner, Cditd., pi. 112. 


38 


A HI3TORV OF EARLV CHINESE PAINTING 

most famous spucialists in every branch of painting, had enough left of his own 
to do some creative work. 

This is, howev'er, verified by a painting in the Palace Museum which carries his 
seal and signature (besides several imperial seals and an inscription by Ch ien 
I.ung). [PI. II.) It represents Laa-iz^ Riding on a Buffaloi the conception of the 
traditional motive is slightly humorons or mocking, and the very free and spontaneous 
brush-work has the same tone of amusing virtuosity. It would be hard to divine that 
the painter who did this playful ink-sketch was such an assiduous student of classic 
models. What he learned from the old masters was evidendy only the formulas of 
brush-work, and these he applied as freely as he used the written characicrs. 

(5) The Academy Painiers of Landscape, Birds, and Fhw&rs 

The rapid deveiopment of painting toivards the end of the eleventh century, 
supported by an ever-increasing number of artists, has been already alluded to in 
our introductory chapter, where we dwell in particular on the final official 
consummadon of this activity: the Academy of Paintmg. A more detailed analysis 
of all the artistic efforts and personalities which contributed to this end would carry 
us beyond the limits of the present publication; it can no longer be done on the 
basis of what remains of the painters* works, but becomes largely a matter^ of 
historical research. Hundreds of biogiaphics of prominent artists may be studi^ 
in such books as the Hsiian-ko Hua P''u and the Hua Chi, and there are other records 
which complete them. Many of the painters whose liv« are thus recorded seem to 
have been men of considerable importance with high ariisdc standards. The 
original works which soil exist indicate that the genei^ level of paintog was high 
and even. But it is very difficult to reach a critical sifting of the historical materials 
or a grouping of the ardsts according to schools or stylistic tendencies, because this 
is not the point of view of the old chroniclers. They mendon the artists either 
according to their favourite subjects (as In the Hsum-ho Hua T‘m), or according to 
their social rank (as in Hua CAi), and the characterizadon of their styles is gener^y 
less definite than the accounts of their lives. When no works by die respeedve 
painters are preserved, or when they are not classified as close followers of well- 
known masters, their posidon in diestylisdc evolution becomes a matter of conjecture. 

Our discussion must be limited mainly to the men by whom paintings still are 
to be found; they are comparatively few, but nevertheless sufficiently varied and 
characteristic to allow us to distin.guish some diverging currents of style. Two of 
these have already been discussed: the heroic landscape painting of Kuo Hsi, which 
certainly had its supporters also after his death [r, 1 190), and the more 
expression us tic movement represented by the landscapes of Mi Fei, and the bamboo 
paintings of Wen T‘ung, Su Tung p‘o and their surrounding. A third ^neral 
current or group was formed by the painters who stood in closer contact with the 
Academy and court-dreies; and as this group comprised a very large number of 
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artists, il must have sho\%'n many individuaJ variations. But it represented more or 

the official standards of taste. Many of the men who were active here were 
academicians and their works became accepted as models for study. Others ^vere 
members of the imperial family, which also involved certain artistic standards and 
respoiisibiEties. Tlic principal motives of these men were landscapes, often w'llh 
the addition of animals, birds, and flowering plants. Nature was for Aem, too, a 
source of in-spiration, though in a more limited sense than for K.uo Hsi or ^li Fei j 
they kept, on the whole, closer to objectiv'^e reality. The figure painters w'cre less 
abundant; some of them will lie mentioned in the chapter devoted to Li Lung- 
mien, the greatest religious painter of the period,* others in connection with the 
re-esiablishment of the Academy in the Southern Sung capital, where they gathered 
after the fall of K*ai-feng and continued their activities for many years. 

One of the oldest and best known among these painters was Chao Ling-jang, 
better known under his /cwj Ta-nien, who was active during the last quarter of the 
eleventh century and possibly earlier. He w'aa related to the imperial family, and 
received a most careful education in letters and arts, so that his soul became 
nourished with the high ideals of the Classics and with Tu Fu’s poetry; “his talents 
were beautiful and his manners excellent.”^ In his official career he rose to 
military' sub-commander of Kuang-chou. He seems to have remained, in his life 
as well as in his art, a man with the limitations of perfect refinement. His pictures 
sometimes approach miniatures in size and technique, and he w'as able to write 
characters no larger than a pin-hcad, which could hardly be read with ordinary 
eyesight. Nevertheless he was a true artist: “his paintings of sandy beaches and 
islands w ith w'ater-birds revealed the real ideas of the rivers and the lakes.’* Mi 
Fei had a great admiration for them, and a later critic, like Tung Ch‘i-cb‘ang, 
praises him as the most successful follower in the Sung period of Wang Wei. Some 
of his copies after the great T'ang master w'ere, as a matter of fact, con.sidered 
almost as good as the originals. His own compositions represented chiefly tow 
river-banks ivith thatched cottages and weeping wdllows enveloped in a misty 
atmosphere and often enlivened by flocks of birds. The soft ink-tones are usually 
slightly heightened with colours. 

A periect example of hLs work is the often reproduced fan-picture in the Kara 
collection in Yokohama (cf. Aabbz, 41), w'hich represents a River Scene in Autunm 
Afaod. The driving mist is enveloping the trees on the other side of the river, but in 
the foreground rises a solitary leafless willow, and white geese are playing on the 
water. In another small picture (belonging to Mr. Hayasaki in Tokyo) the season is 
further advanced: Snow covers the river-banks and black crows are circling in the 
grey moist air. Views of this sort may be called perfect of their kind, they carry 
definite suggestions of nature’s moods at her respective seasons. 

*■ Tht main hUeorical in&rmatiaRf about the painter are found in Hua CM and in Ch*ing-ho Shu Hua 
wL i, U. 37 ~^> some interesting remarks also in Mi Fei’s Hua SMh antt among the colophons 1 >y 
Tung Ch*i-di‘aiig. 
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A more impoTtant composition of the art ist is the scroll in the National Museum 
in Peking, which represents a long river scene in bright colours, (PI, 12.) The 
background is filled with ridges of sharply-cut blue mountains; in the foreground 
are green hills with shady trees in pink and brown, small pavilions and cottages, 
and between them a placid water-course over which the mist is lifting. The 
composition is of a rather traditional type, but it may well ha^-e been rendered by 
Chao Ta-nien, as is claimed by the signatures and the inscriptions. The picture 
itself lias, however, all the marks of a late copy; the execution is dry and the 
materials are of no great age. 

The most harmonious products of Chao Ta-nien*s ait arc, no doubt, the small 
monochrome ink paintings on round fans, two of which may be seen in the Boston 
Museum, while one b in a Japanese collection (formerly Akaboshi; cf. KokkUy 
no. 22.i), The motives of these, too, are sandy river-banks with trees that bend 
diagon^y over the picture. In the Japanese picture we see a man on horseback 
accompanied by two servants approaching a thatclied hut on the shore. It Ls said 
to illustrate TaoYuan-ming’s much-admired poem, ch^u lai** (Returning home), 
but as an illustration it is rather insignificant. The artistic beauty and suggestive¬ 
ness of the picture depend by no means on the rendering of the literary motive, but 
on the way the open space is balanced in relation to the masses of leafage and the 
far extending flat shore-lines. The present title of the picture seems rather arbitrary 
and may have been caused by the tradition that Chao Ta-nicn once made an 
illustration to Tao Ytian-ming’s poem. But this was, according to Mi Fei, a 
horizontal scroll. “Wlien 1 was in the capital,” ^vrites Mi Fei, “I obtained a scroll 
of his, entitled ^Kuti ch*^u /af. The bamboo fence, the rush hut, the mist-enveloped 
grove, distant hiUs and streams—a thousand U in a foot of space—sedge and 
bulrush, egret and gull—a perfect river scene painted with loving skill.” The 
description would fit several of Chao Ta-nien’s pictures; the compositional 
elements mentioned here return over and over again in his works which, however 
small they may be, convey an impression of space which is the secret and soul of 
his art. 

Very prominent in this respect are the two fan-pictures in the Boston Museum. 
One is a winter or autumn-view with bare trees by the water-side, which spread 
their network of fine dark branches against the lighter background of ihc silk. The 
contour of a hill is slightly indicated at one side, and in the foreground arc some 
big stones. But large portions of the picture are .simply left bare, forming stretches 
of sky and water, and it is by this means, in contrast to the network of the trees, 
that the impression of great space is produced. In the other picture, which is 
executed with stronger and more decisive strokes, the composition is still more 
concentrated. It consists of two old trillows with long waving branches and between 
them some low houses, partly built out over the water. (PI. 13.) The slight 
indication of a shore-line at the opposite side of the picture is of little importance; 
it disappears gradually into the background where the mbty air envelopes all the 
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foriHs. It is simply space, indefinite but eloquent, as it carries a su^cstion of 

something into which the forms are steeped, 

Chao Ta-nien’s somewhat archaistic t^pe of work, based on Wang Wei and Li 
Ssfl-hsiin, (who to him were far from incompatible oppi^ites) was certainly not an 
isolated thing. There were other painters with similar ideals, and several of them 
seem to have belonged to the same high social class, being cither princes or more 
distant relatives of the reigning house. The imjacrial house of Sung had evidently 
a strong artistic vein. Teng Ch‘un mentions a dozen painters who were counted 
among the members of the imperial house from about 1074 to 1167, though few of 
them were actually princes. Among the latter may be remembered Tsung-han, 

Hsien-fii, the youngest son of Prince An-i, a most refined and talented painter, 
who excelled in pictures of reeds and geese. Mi Fei wrote a poem on a picture of 
his, in which he praises its poetic charm, Li W*ei,* tzd, Kung-chao, was also son of a 
prince and furthermore married to Emperor Jeu Tsung*s daughter. He amused 
himself almost in secret with calligraphy and paindng, desLro>ing most of his 
works, so that nobody beside the emperor would see them. One of them has, 
however, survived—a large ink-painting in the pai ” ^ manner representing 
A Bamboo Garden with Pa;!}iUons and Figures. It is now in the Boston Museum. (PI. 14.) 
The composition is charmingly idyllic, and the whole thing has the air of refinement 
that may be expected from a man who was a skilfitl dilettante rather than an 
inspired and highly trained artist. It gives us an impression of the high standard 
of brushmanship that prevailed in this golden age of Chinese painting. 

Shih-lung, Ming-fa, was a still more prominent artist; lie came out first in 
a competition which ivas held in the Ytian-fu era (1098—1100) among members of 
the imperial family and obtained the chin shih degree. He was considered by some 
critics as of equal importance with Chao Ta-nien, but there is no work of his from 
which we could learn how closely resembling the two masters may have been. 

Other painters of the same class were: Shih-yen, Duke of Hsiang, who painted 
small landscapes in colour; Shih'tsuti, an uncle of Emperor Hui Tsung, also a 
landscape painter, and rurthermore men like Wang-hsien, feu, Chin-ch‘ing (married 
to the Emperor Ying Tsung’s daughter), and Chao Po-chii, two artists of great merit, 
who revived the green-and-gold fashion of Li Ssfl-hsiin, painting “the ^vTtIlkles of 
the mountains with gold and green jasper”. Some of Chao Po-chii's works of this 
gaily coloured type arc still to be seen, but a closer description of them may be 
reserved for the next chapter, as the main jiart of the painter^s activity fell within 
the South Sung period. 

The painters of less prominent social standing, classified by Teng Ch*iui as 
Chin Shtn Wei Pa (Ordinary Officials and Commoners) were, indeed, still more 

* li Wei's biogniphy^ and all bis high military lilies are £>uxid in the Hua F'tt. Two of his 

pictures were in the ImperiaJ coUecrion, and qne of thero k supposed to be identical with the one now iti 
Bostnn. 

■ Fn pai is the use Gfiniufhdefitink so as to show white spots in the brush^senDkes. Gf. Giles, 
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numerous—no fewer than forty-five names are recorded—and among them may 
have been se\-eral landscape painters with similar conservative ideals as those of the 
artists mentioned above, yet; not a few of them specialized in painting bamboos 
and trees like Su Tung-p‘o and his fiiends. But as no examples of ihcir works have 
become know'n, it seems superfluous to ennumerate their names and special features. 

Another group of specialized painters connected with the Academy and much 
appreciated by the fashionable collectors of the time, were those who dev'oted 
themselves almost exclusively to flower- and bird-painting. The vogtic for such 
paintings increased rapidly tovirards the end of the eleventh century. The Emperor 
Hui Tsung was himself one of them, and his collection contained a larger number of 
flower- and bird-pictures than of any other kind of paintings. 

The oldest and most famous among them was Ts‘ui Po, Tzfl-hsi, from Hao- 
liang in Anhui,* who is said to have done some Buddhist and Taoist figures^ but 
specialized in painting flowets, bamboo, “feathers and fur*’ from life, and excelled 
particularly in pictures of geese. At the beginning of the HsI-ning era (1068-1077) he 
took part in an imperial competition in painting a silken screen with bamboo and 
bird-motives and came out first. He was then appointed professor in the Academy, 
a charge which he first refused, owing to his love of freedom and ease, but finally 
accepted. His influence m the Academy became very great, and his works W'ere 
oflBcially approved as standard models instead of the flower- and bird-paintings by 
Huang Ch‘uan and Huang Chu-us'ai, which up to that time had been the daSwSic 
examples. He surpassed the earlier masters by the ease and fi'eedom of his brush- 
work; he painted fit>m nature and w'orked with masterly speed and surencss. 

Two examples of Ts*ui Po’s art may still be seen in the Palace Museum in 
Peking'; one representing a white goose, standing with lifted head among some 
reeds at a flat shore; the other a pair of magpies in a dry tree and below, on the 
snowy ground, a hare which looks up with some astonishment to the chattering 
birds. Tlie pictures arc typical of their kind; and it may be said, in using the 
traditional Chinese vocabulary, that the painter has insisted more on the form than 
on the spirit of the motives. The compositions are well balanced, and the large 
goose stands out with its full plastic volume against the background of sky and 
water, but there are no accents of individual expression or flashes of poetic 
inspiration. 

Ts*ui Po’s new departure in flower* and bird-painting was further developed by 
his iriend and pupil Wu Yiian-yu, Kung-ch‘i, a man from K‘ai-fcng who, to 
begin with, was in the service of Prince Wu and who gradually made an important 
military career, rising to the post of commanding general at Kuang-chou (Honan) 
and honoured at his death with high titles. He is said also to have contributed very 

^ The f!Qinpletcst biography of T\^ui Pu b giiiTn in iiuit /*'«. 

• Reproduced in ATa Kmg Shi i/«a OW, vgI. 7. pi. i,aitd voL (4, pL t. A fragment of a pieiiirc attributed 
tn TCui Pb is reproduced in Ar^ Amlita, i, pi, 17; anothei' goo«e-pict!ire possibly by bim 5 n the catalogue of 
the Tokyo Exhibition, pi. 49. 
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efiECtively to the change of the trRditionAl academy style> expressing his mind 
and heart in wonderful pictures” of flowers and birds. But besides such things he also 
painted portraits* He became, as a mat ter of fact, so famous as a bird-painter that 
towards the end of his life, when his creative faculties abated, be was induced to 
satisfy the ever-increasing demand with w'orks by his pupils on w'hich he put his 
own seal. No fewer than 187 pictures by Wu Yuan-yii arc included in H^an~ko 
Hua 

Stylistically Wu Yiian-yu’^s art represented the sjtme ideals as Ts*ui Po*^ 5 , but 
to judge by the examples of these masters still existing, it seems that the younger 
painter ivas the more sensitive and represented liis birds with a touch of intimacy 
that K less evident in those of Ts*ui Po. The tw'o pictures here reproduced may 
serve as illustrations of the whole school; they belong to Miss Alice O’Brien in 
St. Paul, Minn., and are provided with old Labels containing the name of the 
painter and the year kui left, loth month, ist day, w^hlch in this case probably 
corresponds to the year 1103. More than ten yeaix have passed since I saw^ the 
pictures in Peking, but if my recollection is correct, they may be originals of the 
period. (Pis. 15—16.) The compositions complete each other: the gander is 
standing on the shore with three newly hatched goslings in front of him looking 
with some anxiety (with open beak) towards the goose which, in the other picture, 
is represented floating on the w^ater with two small goslings under her wings, 
w'hile a third one is hesitating on the shore. Some tufts of rushes and flowering 
plants arc growing at the edge of the bank in the foreground and serve to accentuate 
the dividing Hne betw^een water and land, but they do not interfere with the large 
while silhouettes of the birds, which donunate the compositions. They stand out 
beautifully against the darker tone of the silk, which represents water and sky 
without any further indications or dividing lines. It is simply by the placing of the 
birds and the perfect rendering of their full bodies in white feathery' garments that 
the artist creates an impression of depth. The goose, which ls placed almost in the 
centre of the picture, is actually floating on the water; she is carried by something 
which may be felt rather than seen. Beyond the bird is an indelinite space, out of 
which the white shape emerges with full plasticity. But w'itliin this framework of 
bold contrasts the artist has concentrated an intimate care and technical skiU on 
the main motives. He has given a perfect characieriaation of the different tempera¬ 
ments of the male and the female bird; the former upright, proudly strutting on 
the shore, the latter placidly floating on the water and fondling her young with the 
most graceful movement of the long neck. Here is a note of tenderness and love 
expressed in a form which has an almost tactile beauty, the indescribable charm 
and purity w'hich we associate with the w'hite Sung glazes, tempered by age. 

The intrinsic beauty of pictures like this ts the best testimony of their origin. 
Later bird-painters, who have tried simibr motives, as, for instance, Lu Chi in his 
brilliant renderings of white geese, have never reached the same degree of intimate 
and harmonious beauty. 
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Ts‘ui P'oand \Vu Yuan-)-!! were, no doubt, tbe most important of the flower- and 
bird-painters during the Northern Sung period, but it may be recalled, that there 
were also others who reached considerable fiime, as for instance, I Yiian-chi, a 
native of Ch‘ang-sha in Hunan, who was employed in decorating an imperial 
palace in 1066. He is said to have begun as a painter offlow-ers and birds, but as be 
realized that other painters, such as Chao Gh'ang, had done this to perfection, “he 
struck out in an original line not already occupied by the men of old,”' and became 
the foremost painter of gibbons. His best known picture was T'ht Hundtid Gibbons^ 
which survives in an interesting copy in the National Museum in Peking. 

Several ofthese painters (and also later ones) excelled in representing hundred” 
(i.c, a great number of) birds, or “a hundred” animals of some kind in one picture. 
It w'as considered a test of artistic skill and accomplishment to be able to do this 
without causing an effect of confusion or monotony. Thus Ma Fen (or Pen), 
who was active at the end of the eleventh century and became a tm chm in 
Hoi Tsung’s Academy, painted The Hundred Apes, Tbe Hundred Horses, The 
Hundred Bulls, The Hundred Sheep, The Hundred Deer, The Hundred Wild 
Geese. We are told that though all these compositions contained great crow^ds, 
they were not conru.sed, an opinion which is fully supported by the charming scroll 
in the Honolulu Academy of Arts representing The Hundred J^Vild Geese, It is painted 
on paper with light-ink in a very fluent style and has the quality of an original of 
the Sung period. It bears an imperial seal and label besides the painter’s signature, 
[Pis. 17-18.) 

lb render justice to this subtle paraphrase on the airy and motive in 

words is hardly possible. It is like a virtuoso performance in tones of ink instead of 
music, by which the fleeting movements of the birds are expressed as swiftly and 
lightiy as in nature. The long river- or marsh-landscapc, which forms the back- 
gr^ound, b only slightly indicated by tufts of bending reetb and silhouettes of stonp 
dbappearing in the mist. And through all this the birds fonna continuous Leiimativ^ 
sometimes in groups, sometimes in a lliin string, soaring through the air, diving in 
the water, flocking on the shore, playing, fighting and brooding—an infinite variety 
of positions and combinations, accentuated b)' the touch of the life-imparting brush 

of the painter. ^ . • 1 1 

Ma Fen, the first of the numerous painters of the Ma family, was evidently not 

one of the .^eat men of the epoch {Mi Fei mentions him in a rather disparaging 
way), but he knew how' to handle the brush and the ink, and if the above-mentioned 
pictiie, as we belie\'e, b an original of hb, it may serve to Ulustrate the high 
standard of ink painting even among minor men of tins epoch. 

Another painter who enjoyed more imperial favours, though Ins talent was 
hardly of a superior order, was Ai Hsiian. He came from Nanking and was 
accepted in the Academy through the personal intervention of the Emperor Sh^ 
Tsung, in spite of the fact that he did not succeed in the competition in which Ts'ui 

1 Cf. Giles, op, cit.f p. ( 
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Po came out first. His paintings of flowers, bamboos and birds were done in a light 
and vaporous colouring which gave them an atmosphere of life j they tvere beaud- 
fuUy finished, but so thinly painted that one could not feci the colour, if one touched 
them with the finger—just like Chao Ch‘ang*s paintings which were his particular 
models. He specialized in painting withered grass and wild hazel-nuts of a 
melancholy appearance, but became still more known for his pictures of quails, a 
motive whicli seems to have attracted several of the Academy painters including 
Hui Tsung himself. Xhc picture in the National Museum in Pc^ng, which carries 
his signature, may not be an original, but ei'en so, it may be chosen as a characteristic 
illustration of his quiet and lonesome art. It represents An Egg-plant and a Taft of 
Cabbage executed in colour on silk. (PI. 19,] The picture has the same qualities of 
minute faithfulness and refinement diat we observed in the flower-paintings by 
Chao Ch'ang, though w'ith a lack of freshness which may be due to a copying hand. 

Liu Ch*ang, who also came from Nanking, w'as another fiower-painter of the 
.same group. A picture of his representing a branch of peach blossoms came into 
the possession of Mi Fei, who considered the master fiiUy equal to Chao Gh‘ang. 

Yiieh Shih-hsuan,Te-ch‘cn, from Hsiang-fu (K‘ai-f 5 ng), was evidently a 
master of still greater importance, distinguished as a high military official and as a 
painter of flowers and birds. His biography is related at length in Hsaazt-ho Hua /’‘w, 
and fbity-one of his pictures are listed there, but as none of them lias been identified, 
w^e have no occasion to dwell on the prowess of Yiieb Sliih-hsuan’s character or on 
the unusual qualities of his art. It may simply be noted that, as a consequence of 
the former, he rose to the rank of a Junior Guardian of the Heir Apparent, while 
he as a painter left his teacher and competitor, Ai Hsiian, far behind. We are 
assured that “his an was really unsurpassed in the northern ]jro\inccs’'. His 
earlier works ivere executed in colour, like Ai Hsuan’s, but the latter were of a freer 
kind, painted with floating ink. Most of them represented flowering herbs or trees 
with birds in combination with water. It is to be regretted that no work by this 
much appreciated painter has become known, but it may not be out of place to 
recall here a picture in the Freer Gallery w'hich, at least by its motive, stands close to 
Yueh Shih-hsuan’s art. It represents A Pair of Mandarine Ducks under a Flowering 
Shrub and was once ascribed to Hsii Hsi, though it seems to have no connection 
with the art of the master. (PI, 20.) It may be a work of the Northern Sung period; 
the execution in light colours is sensitive, and it has an atmosphere of life which is 
seldom found in later things of this type. It may consequently serv'e as an example 
of bird-painting in the Northern Sung period. 

The younger generation of flower- and bird*painters, active during the first 
quarter of the twelfth century, was dominated by the imperial master and expert 
in this kind of art, Hui Tsung. His aesthetic ideas were characterized In a previous 
chapter, and we mentioned also some of his still existing worb which chrono¬ 
logically w'ould fit in here. (Pis. 21 and 22.) They reprtsent a neiv stage in the 

development of flo^ver- and bird-painting; their absolute fidelity to nature is 
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combined wldi a refinement of design and colouring that sometimes almost becomes 
prettincss. It is an art which sought perfection within rather narrow limits and 
consequently became a classic model for later generations. Among the painters who 
worked along the same lines as the Emperor Hui Tsung should be remembered 
Li An-chung and Li Ti; both mainly active after the fall of the Northern Sung 
d)TLasty and prominent members of Kao Tsung’s Academy in Hang-chou. Li An- 
chungf who was the older, is, how'cver, usually counted among the painters of the 
Northern Sung period. He painted landscapes as well as birds, and became 
particularly famous for his pictures of quails. At least three specimens of his art 
have been preserved m Japanese collections (cf. Kokka^ 36, 54, a96), and one of 
them—the Quail among Grasses and Fhwcnng Herbs in Mr, Nezu’s collection is often 
reproduced. It may not be quite equal to the emperoris painting of the same 
motive, but as a technical perfonnance and exact study of this favourite bird 
motive it stands on a high level. 


(6) Li Lung-mien and the Buddhist PainUrs 

The only figure painter of the Northern Sung period comparable as an artistic 
genius to the landscape painters of Kuo Hsi*s and Mi Fel*s class is Li Kung-Iin, 
better known by his tzu, Li Po-shih, and his kao^ Li Lung-mien, a name which lie 
received from Lung-mien shan (the Sleeping Dragon Mountain), the place where 
he passed the later years of his life. He was bom about 1040 at Shu-ch"eng in jViihui 
and died 1106, probably at Lung-mien shan, only one year before Mi Fei. The 
main currents and events of his life arc retraced in the biography quoted below. It 
appears from other sources that he passed through several degrees of the official 
career without ever doing much service in any departinent, and became gradually 
known not only as a painter of the highest standard, but also as one of the most 

cultured and noblest characters of the age. 

Li Lung-mien was hardly what would be called a religious personality, nor 
he a poet or a nature-worshipper, like some of the ^eat landscape painters ; hts 
genius was coupled with a clear inteUect, much learning, and an unusual balance of 
character. Among the 107 pictures of his which are listed in Hsuan-ho Hua P u, the 
greatest number represent Buddhist motives, many of them in quite unconventional 
form, but there are also Taoist and Confiician (classical) pictures, historical 
portraite and genre-scenes, a dozen horse paintings, birds, butterflies, flowers, and 
landscapes with figures. Li Lung-mien was not so highly specialized as most of the 
contemporary painters; his artistic activity and his cultural interests spread 
over many fields, though his greatest influence was evidently m the doraam of 
religious art. The most complete chronicle of his life is included in Hsuan-ho Him 
P'Uy from which the following may be quoted: 

“His father Hsii-i received the title of a Wise, Good and Uprigfit man and scyed 
as a councdlor in the Ta-ii ssu (The High Court). He was fond of collecting smndard 
calligraphies and famous paintings. Kung-lm had thus an opportunity oi studying 

47 


A HISTORY OF EARLY CHINESE PAINTING 


these from an early age nnH to become familiar nith the style and brush-work ot the 
old masters. Ills >mting in ‘model style’ and ‘running hand’ showed the induence he 
had received from the styles of the Chin and the Sung dynasties (265-479), As a painter 
he iitands unsurpassed, and his works are highly valued in the whole world. 

“He was a man of CTcai learning and pmetraiirig intellect, who by the power ol 
liis tliought, and his quick observ^ation, realized the essential in Everything, .'\l first, 
when he started to paint, he studied Ku K‘ai-chili, Lu T‘an-wei, Cha^ Seng-yu, and 
Wu Tao-yiian, besides the w'orks of other famous masters of the past. In this way he 
stored up in his memory a great wealdi, utilizing all the good wints of lus predt^cssors 
to form a style of his own. He did not, however, work as if he were plagiarizing the 
earlier masters, hut tried to grasp die essential secrets of their art. Whenever lie came 
across a famous painting, ancient or modem, he made a copy of it, and thus his house 
became filled with famous pictures of every kind, 

“He was particularly skilful in painting figures and he knew how to characterize 
their ibrni and countenance so that anyone who looked at diem could understand if 
they were courders, scholars, hermits, uneducated common people, servants, or 
slaves. Their manners, gestures, and expressions, their use of the limbs, inclinations 
forw'ard and backward, their size and appearance, etc., every feature w'as brought 
Dill distinedy. 

“Kung-lin started generally by establishing the idea of the picturej dicn foHowtxl 
composition and decorative arrangement. Common artists may be able to imitate bis 
beautifully coloured and higldy finished paintings, hut they cannot reach his more 
simplified free and sketchy manner. He learned a great deal from Tu Fu’s art of 
writing poetry and applied this to painting. For instance, when Tu Fu wrote the 
poem ‘Tying up the rlcm', he did not dwell on the gain or loss of die hens or the 
insects, but fixed liis attention on the moment when he w'as standing in the mountain 
pavilion, contemplating the cold river. In Kimg-lin’s illustration of T‘ao Ch'ien’s 
AW rA‘u lai' (Retuming home) be did not insist on the fields, the gardens, the 
pine-trees and the chrj'santhemums, but rather on the enjoyment of the clear flowing 
water. A\licn Tu Fu wTOtc about die destruction of his grass hut by the autumn 
storms, he did not lament over the tom bed-cover or the leaking hut, but expressed 
his ivish to extend a big shelter over all the poor scholars of die world $0 as to make 
their faces grow happy. Likeivise Kung-lin, in making a picture of the Yang-kuan 
Pass, Thought that partings and outbursts of sorrow w'cre too commonplace emotions; 
instead of such scenes he represented an angler quietly seated at the side of a stream 
showing no concern over the sorrow and the joy (around him). All his other works 
were done in a similar fasliion; it was left to die people w ho looked at them to discover 
(their meaning). 

“Therefore in regard to ideas he was like Wu Tao-yiian, but by his cheerfulness he 
was like Wang W'ci. The figures in his picture of the Hua-ycn council (a Buddhist 
assembly) may be compared to (Wu’s) Scenes of Hell, whereas his painting of the 
Lung-mien Hill Farm is comparable to (Wang W'ei’s) W’ang-ch‘tian scroll. He 
appropriated all the good points of his predecessors, united them in his works and rose 
high above the common level. His paintings have been dispersed all over die world, 
so that every'body can find an opportunity to examine dicm. 

“To begin wdth, Kung-lin was^ fond of painting horses mainly in die manner of 
Han Kan, which he, ho wever, modified, but one day a Taoist advised him not to do so, 
j^cause (he said) there is a danger dial you may fiill into die ways of a horse. Kung- 
lin grasped the meaning and rlmnged to the painting of Taoist and Buddhist subjects, 
w'hich he did with still greater skill. 

he painted some horses of the imperial stable which had been given in 
tribute by the Khotanese of the Western Land, for insiance die Good Headed horse 
and the Red Brocade Shouldered horse, beside oilicrs. He did a number of them, but 
tlic stable officials asked liim for the pictures, because they feared that the spirits of the 
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horses would go with the images. He became tiius, to begin with, femous as a painter 

of horses. . , r 

"WTieii he was serving as an official and lived in the capital for ten years, lie ne\'er 

entered the house of a man of great influence or of high rank. Whenever he co^d 
leave his duties and liie weather was good, he v%'ould provide himself with some wine 
and go out of tlie city accompanied by some friends. They would visit famous gardens 
or shady forests and sit down on stones at the side of wat<^, feeling happy and joyous 
for the whole day. During this period it also happened quite often that men of wealth 
and high position who wanted to obtain some of his works, showed him courtesies 
the like, but Kung-Un was stubborn and did not return their advances. But scholars 
ofw'ortli, even though they were complete strangeri, he would befriend and accompany, 
and for their sake he was wilting to move his brush without the least difficulty. He alM 
painted ancient jade objects, such as the kuel and the p‘i, and studied thoroughly their 
names and meaning, so that (liis pictures) would show no mistakes. 

“He served as an official for thirty years but never, even for a day, did he forget 
the mountains and forests. Therefore his mind became filled with pictures. Later in 
life he became afflicted with ihcntnadsm, but between groans he would still lift 
his hand and draw with the finger on the bed-cover as if he w ere applying a brush. 
His family warned him not to do it, but he smiled and answered: Tt is an old habit of 
mine. 1 cannot help it^ it comes to me unconsciously.’ Such w'as his love of painting. 

“When his illness was abating the people who asked for pictures came again; kung- 
Un sighed and said to them: ‘When 1 paint, I do it as the poet composes liis poems; 
I cliant of nature and of my heart's desire—nothing more. Wliy cannot the people 
who seek my pictures for their entertainment understand ?’ Afterwards, whenwer 
he made a picture to give away, he would always embody in it an advice or a warning, 
following the idea of the fortune-teller Chun-p'ing, who told the people their good or 
bad fortunes in order to make them act pro^rly. 

“After his death it became even more difficult to obtain pictures of his; they were 
often paid very highly in silk and gold. Consequently there appeared forgers who 
made miitaiiom of his pictures in order to reap profit fipm such frauds. Those who 
had little knowledge of pictures were sometimes taken in, but those with a deeper 
knowledge could not avoid discovering them. - j l 

“In liis official career he rose to Ch*ao-feng-iang; then he retired and died at home. 
Still scholars and officials to-day do not call him by his name but by the he chose 
for himself: Lung-mien Chii-shih (The Retired Scholar of Lung-mien), _ _ ^ 

“Wang An-shih was careful in choosing his friends, yet he went to visit Kung-lin 
at Chung Shan, and when he left {Kung-lin ?) wrote four lines of poetry as a farewell 

which were much admired.* ^ , , , ■ 

**After ^xAmining tiie whole life and activii^ of Kung-lin wc find that his literary 
style had the characteristics of the Chien-an period (265-479), and that he followed Ku 
K‘ai-chih and Lu T‘an-wei in painting. As a coimoisscur of bells, tripods, and other 
antiquities his knowledge was deep and extensivej in fact, there was nobody who <^u!d 
equal him. It happened at the time that Tinm-i obt^ed a jade-seal which he 
presented to the emperor, but nobody could explain it until Kung-lin came and offered 
the explanation, which caused great admiration among the scholars. But as he was 
lost in the crowd of minor officials, he could not come to the front (as a connoisse^). 
Consequently his name became famous only in painting, but now wc have recorded 
in detail his life quite dearly,” 

Studjenis of modem times may not be able to agree with the last sentence of the 
biography; the historical events in the life of Li Kung-lin could have been more 


*■ Among Li Kung-lin's pictures in the HsUain-ho collection was also one representing \\attg . 4 n-sliih 
strolling in dte woods. 
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fiiUy recorded. Yet, we may gather from this record, wHch probably was wntten 
only fourteen or fifteen years after his death, some idea about Li Kimg-Im s a^tic 
evolution through a continuous study of the great masters of antiquity and 
about his great learning, hb extraordinary power of characterization, Ins 
inexhaustible richness of ideas, the variety of his subjects, and his way of working 
which he himself characterized in the words: “I do it as the poet composes his 
poems, expressing my heart’s desire and my love of nature. 

Li Kung-lin belonged to the same constellation of great poets, artists, and 
philosophers as Su Timg-p*o, Huang T'ing-chien, Mi Fei, and others of thb 
golden era, but he was evidently less inclined to excesses and sarcasms than some 
of the Olliers. When these people met, they often amused themselves by making 
pictures and poems in collaboration; Li added figures to the landscapes of Su, and 
Su wrote poems on Li’s pictures. Their philosophical and religious tenets were of 
the broadest kind, containing Buddhist and Taobt as well as Confucian elements, 
more or less like the eclectic phUosophy of Chu Hsi which was formulated during 
the next generation. It was less a question of doctrines than oFindividual interpreta¬ 
tions in syTubols of art and poetry. They were great minds who looked for the soul 
of things and the spiritual significance beyond the words and doctrines. 

If we turn to the paintings associated with the name of Li Kung-lin, we arc 
surprised by their number as well as by their variety in style and motives. Hundreds 
of such pictures could be mentioned, small album-leaves executed in delicate lin^, 
scrolls with legendary motives, likewbe io monochrome, and larger paintings in 
colour on silk. It is e^-ident that the majority of these pictures has a fairly remote 
connection with the master, but a certain number arc early copies, and a few may 
be originals, or at least pictures of the period. It may be recalled, for instance, that 
the catalogue of the painting? in the National Museum in Peking enumerates five 
scrolb and one hanging picture by the master, of which no more than one seems 
to be of the Sung period, and that only two of the hundred odd pictures which 
were listed in Charles L. Freer*® personal catalogue as works by Li Kung-lin 
nowadays are accepted in hb museum as originab.* 

The best documented among the pictures attributed to Li Kung-lin b, to our 
knowledge, the so-called fVu Ma t% a scroll representing five beautiful horses 
with their grooms, sent in tribute to the Chinese emperor from Khotan and other 
Western countries.® (Pb. 23-27-) According to inscriptions on the picture, the horses 

> A nciicwhat roor? opinion about (Jic werb by Li Luog-mien tn the Freer collectitui a expressed 

by Agnes E. Meyer in her book; Chtnts* Painling t^cUd in thr Thsught &nd Ari tj £j New York, 

1939, pp. aipHi3. She considers die following pictures as the most authentic warb by the master: Tht 
Whitt Lotus Club (also known as Landscape with Fairies) j Tht Shu Riitr ferBll; Tht Album Loheasi 
Tht Cassia Hall and Epidttidrunt Palacr (a scroll of gaideri pavilions and terraces), all belonging to tlic Freer 
Gallery, and rurlhermore a picture Tepresenting Lao-l^ deiiutring iht Toe Tt-^king in her own collcctionH 

* Tlie picture was until recently in the Imperial Afanchu Household coUeftion in Peking, and has 
been reproduced in a Kries of large photographs both in Peking and in Tokyo, It is now Kud to be in a 
private collectiou in Japan. 

50 


{! f . 




A 


HISTORY OF early CHINESE PAINTING 

were paintetl 1086-1087, i.c. at a time when IJ was nearly fifty years old, which 
proves that it was not only in early years that Li indulged in horse painting. 

ITie motive is practically the same as in some of Han Kan*s famous pictures, but 
treated in a different spirit with less insistence on the ornamental beauty of the 
animals and their attire than on their broad plastic forms. The five horses arc all 
unsaddled, standing quietly or walking leisurely, led by native j^ms. T^e atm 
of the artist seems to have been to give a scries of horse portraits; each horse iS 
convincingly characterized by the shape and expression of its head as well as by its 
general liaring and structure. In some cases there is a curious resemblance 
between the men and their animals ; it seems as if they had lived long enough 
together to take on an air of intimate friendship or sirnilariiy. 

^ The keen observations of the artist arc rendered with great economy of means. 
He has used mainly outlines, but in some cases also washes of ink by which the tone 
or the colouring of the animal is suggested. But each stroke of the brush has a 
significance; every slight shading ser\'es a purpose, and this is perhaps even more 
evident in the drawings of the men than in the horses. The large foims of the 
horses appear (at least in the photographs) somewhat empty in compyison with 
the more articulated shapes of the highly individualized grooms. T^e picture may 
have lost something through the wear of ages; it is no longer in a pristine condition, 
but still a thing of strength and beauty, w'hich conveys an impression of the 
artist’s feeling for the significance ofform and his faculty of utilizing line as a meam 
of plastic definition. It Is evidendy not a work which reveals Li Kung-lin*s full 
power as a horse painter, yet, it justifies Su Tung-p'o’s opmion expressed in the 
words: “In Lung-mien’s mind are a thousand horses; he paints not only their flesh 
but their very bones.” More surprising are the words of Huang T ing-chien m 
regard to the same subject! “Po-shih made horses like the rocks in the waterfalls of 
Sun T"ai-ku”; possibly a reference to the strong shapes and structure of the 
animals.' Teng Ch'un, who reports these sayings, then tells about Li Kung-lin’s 
friendship with a Buddhist monk who warned him against specializing in horse 
painting, because **one day you may transmigrate as a horse”. Li realized the 
importance of the warning and concentrated henceforth on Buddhist paintings. 

More realistic as a whole, though dominated by a definite linear rhythm, is the 
short scroll in the National Museum in Peking, which is known as ^^Chijang 
(Beating the Ground). (Pis. 33-^6.) It represents a series of popular types: Loafers, 
beggars, children, musicians and dancers in smalt groups, which are scaiiercd over 
the paper, almost as if they were jotted down casually ; yet, forming a continuous 
composition from one end to the other. There is no indication of a horizontal plane 
or of definite scenery, but we receive nevertheless an impression of depth and 
distance. The figures are moving in every possible direction, they turn round, they 
jump and wliirl, beating the ground vdth their feet to the rhytbnuc sound of the 
drums and pipes, while the onlookers, old and young, are taking part in the 

* Ca; Li Rung-lin’i biography in Hm Cfei. 
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enbvTnent with gestures and shouts. Nothing could be more spontaneous, more 
fresh and vivid, and at the same time better co-ordinated into a succession (^well- 
balanced groups, than this long composition of dancing and frolicking people. 

They are executed in the so-called pai mim style with a light and poiiiied 
brush, but the strokes in the grinning faces and fluttering garments are replete with 
life. They arc broadening and narrowing in accordance with the movements, a.s if 
they were reflecting the "impetus of the artistes creative feeling. The paper has a 
soft greyish hue out of which the figures emerge with somewhat darker tones. 
Tliere is no seal or signature on this scroll, but if the vital quality and expre^ivencss 
may be taken as criteria of U Kung-tin"s work, it may poMibly be an original. 

Tlie other pictures in the same collection ascribed to Li Kung-lin ^e altogether 
on a difierent level, more or less lacking in the element of spontaneity, which we 
expect in originals, though executed in the style of the master. One is a hanging 
picture representing the Ei^htseii LohoRS^ one consists of a series of seven album 
leaves representing the Seven. BuddhnSf the others are horizontal scrolls, known as 
Shan Chuang t^u (The Hill Farm), Fan Wang U Fo f u (A Foreign King venerating 
Buddha), and Ting Ch'm t% representing Eighteen Holy Men who arc crossing the 
sea to venerate the Bodhisattva Kuan>-in. They are all executed in the pat mao 
technique on paper, except two which are on fine silk, and they are aU provided with 
seab and Inscriptions of various periods, by which they are classified as Li Kung- 
lin’s works. 

A full description of every picture would require too much space, and since we 
already have reached some idea about Li’s style as a figure painter, it may suffice 
to dw'ell for a moment on the landscape scroll. It is a highly imaginative composi¬ 
tion, quite different from those of contemporary' Sung painters and in some respects 
more akin to earlier landscapes ofT’ang or previous times. The ideal predecessor 
ofLi’s Hill Farm picture w'as, no doubt, Wang Wei’s Wang-ch^uan scroll, though the 
connection is of a more ideal than formal kind. The old critics had evidently their 
good reasons for saying that Li followed in the footsteps of the great painters of the 
T'ang period without copying them slavishly. 

The basic note of the picture is one of grandeur and peace, not to say monotony, 
as the 34 metres long scroU is filled from top to bottom and from one end to the 
other with sections of precipitous mountains, split and hollowed into crevices and 
caves, divided by rushing streams, screened at other places by high trees of many 
kinds. (PI. 27.) *rhe design is so dense, the details so crow'ded, that the eye hardly 
can penetrate into the space beyond, and the decorative impression becomes as a 
whole like that of a frieze or strip of grey tapestry. It is only after attentive study 
that one begins to realize the richness and significance of the whole composition, 
the inexhausuvene^ of the creative imagination w'hich here has been at work. But 
the brush-work has not the strength and freedom of an original work by a great 
master. 

A still more fantastic and varied landscape composition is the long scroll 
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foA metres) in the Freer Gallery, which is described officially as Deitifs and Fames 
in an Imaginary Landscape, and called by Mrs. Meyer Vie Wkite Lotus Club, a title 
which refers to a itociety of priests and literary men who in the fourth century retired 
to the soUtude of the Lu Mountain under the leadership of Hui-yiian, the founder 
of the Ch‘ing-t‘u sect. (PI. 2IJ.) They lived here in closest communion with nature 
and became known as the Eighteen Wise Men of the Lu Moun^n or the Wlntc 
Lotus Club. The traditions of this monastic foundation, in which Buddhist ^d 
Taoist ideas were freely combined, may have inspired Li to his composition, which, 
however, is a v^ion rather than an illustration. The continuous landscape consists 
of the most fantastic rocks, split and moulded into cloud-like shapes, gnarled pm^, 
open stretches of water, garden terraces, and lotus ponds, and it is rendered sM 
more visionary bv the lofty towers and temple pavilions which now and again nse 
through the clouds. The holy men, who gather around the buildings, or sit m silent 
worship on the terraces, seem to be filled with a spirit of deepest veneration for the 
mystic presences indicated not only through the dream-like character of the 
scenery but also by such features as men descending on clouds. 

The other scroU in the Freer Gallery, which nowadays is accepted as a possible 
U Kung-fin, represents Views of an Imperial Summer Palace, Lc. series of open pavilions 
and galleries around courts and lakes. (PI. 29.) It is pre-eminently a “Iwundary 
painting’^ executed with the help of ruler and foot-measure. The hidings are 
represented from above, so that wc can see a succession of pavilions and courts, the 
one behind the other as in architectural prospects. But the whole tMng is envelop 
in an atmosphere of light haze, and the buildings are so light and airy that they 
almost lose their character of earthly structures. They are more like dream palaces 
seen through the veil of a silvery mist. The pale grey tone of the paper and the ink 
is not heightened by any contrast. The picture is reaUy too dcUcate for reproduction, 
and its suggestiveness is too subtle to be conveyed by any description. It is difficult 
to believe that anybody but Li Kung-Un himself could have done such a master¬ 
piece of pure and sensitive draughtsmanship. 

If we may believe Mi Fei, Li Kung-lin worked sometimes in closer adherence to 
the great masters of the Tang period. As an example of this is parUcularly 
mentioned a famous picture of his known as A PoeHcat Gaihenng tn ih Western 
Gardwi, which represented a number of the most famom philosophers, ^ts, 
writer,, and painters gathered in the palatial garden of Wai^ Ch.n-eh»g s 
summer residence. Mi Fei gives a graphic descriptmn of Ae comp^^n, which 
fiirthermore was reproduced by Uter artists such as Chao Meng-fu and Ch'iu V mg. 

To quote':— 

•<Li Po-shib made, after the style of GenerJ li the youirger (U Chao-tao) a 1 ^- 
scape in colours represenring water, rocks, clouds, gra«, trees, Sowers, and bamboo, 
was wonderfully done and rcaUy impressive. The figures were charm^y 
rendered and all with striking likeness; they appeared careftee and natural, quite 

1 Cf. Hint HifirA Hiii Tin, voL ii. 
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unrestrained by the troubles nf this common world. It was indeed a most unusual 

man witli a black cap and a yellow Taoist robe, holding a brush in the act 
of writing, was master Tung-p‘o; the one with a prach-Mloured tu^an and a 
garment, who sat looking on, was Wang Chinch‘mg; the m^ m d^k blue clothra, 
who stood upright holding a square mstrumeni, was Ts ai T len-ch i from Tan-yang, 
and the man who grasped the back of his chair and stood ob^rvmg, wm Li Tuan-ahu. 
Behind him stood a female servant whose hair was done up with jade trinkets, and who 
was dressed in a rich and noble fashion; she was one of Wang Chin-ch utg ^ singing 
girls. Under a large shady pme, on which some creeping pl^ts with publish dowere 
were cniangled, stood a stone table with some antique objects and a lute ol ja c. 
Close bv, seated on a stone under a plantain with a Taoist cap on his head, wearmg a 
purple garment, supporting himself with the right hand and holding in the a scroll, 
in which he was reading, was Su Tzil-yu. The man in a garment of coarse silk and a 
turb^B OB bis hcBclj who held ^ palm-letLf fan in liis hs-iid ^Bd looked on vtry 
attentivdv, was Huang Lu-chih; and the man with a strangely shaped cap of coarse 
cloth on hb head, who held before him a scroll on which he was illustrating (painting) 
Tao Yuan-ming's “AW /rtt”, was Li Po-shih. Standing at his side, holding the 
hand on hia should^, was Ch*ao Wn-chiu with a loose cap on his head and bine rob^; 
while Chang Wen-ch‘icn knelt at his side with a stone in his hand, looking at the 
picture, and Cheng Ching-lao, in a Taoist cap and a white robe, stc^ with his bands 
on Ills knees looking on. Behind him stood a boy holding a staff of immortality in hia 
hand. Two men W'cre seated on the coiling roots of an old juniper tree; the one W’ith 
tlie Cap on his head and ilic hands in the sleeves of his blue garment was Ch‘in Shao-yu; 
he was listening attentively to Ch'eu Pi-hsii, who, wearing a high hat in the shape of 
a lute-tail and purple-coloured Taoist garments, was plajnng on the lute. But Mi 
Yiian-chang, wearing a cap and a dark garment of T‘ang fashion, was standing wiili 
raised head writing on a stone tablet. At hts side, looking on wiLli raised Itead and the 
hands in the sleeves, was Wang Chung-chih. In front of him stood a boy with short 
hair, holding an ink-stonc, and behind them could be seen an ornamented stone bridge. 
Bamboos growing along the clear stream formed a cool and shady place of lu.xiiriant 
verdure. Here a Buddlust priest was sealed on his straw cushion discussing the \Vu 
Sheng Lun (non-existence), Tliis was die great scholar Yilan T‘ung- At his side was a 
man in a robe of coarse cloth, listening attentively; that was Liu Chu-chi, The two 
men sat on strangely shaped stones and below their feet was a rushing torrent which 
flowed into a bigger stream, Tlie water was muimuriiig among the stonra and the 
sound of wind could be heard in the bamboos. A light smoke was curling in the air, 
and the plants and the trees exhaled sweet fragrance. The peaceful solitude of this 
scene could not be surpassed. Alas, those who covet fame and wealth do not know how 
to ivitbdraw from the world. How could they ever reach this state of contentment ? 

"From Tung-p'o down there w-erc t6 men in all, experts in literature, poetty, 
calligraphy, p^tmg, and antiquities, real heroes of their kind, besides great Buddhist 
and Taoist priests. They all stood high above the common level, and their fame has 
reached even foreign countries all over the world. People of futiire generations may 
find it worth while not only to look at tliis picture but also to imitate these men." 

Alas, the opportunity is no longer ours; Li Kung*tin’s great picture is lost 
without a trace, but through Chao Meng-fu’s excellent copy, which will be discussed 
in a later chapter, we may still gain an idea about the composition and the 
characterization of the famous scholars of this golden era, 

The same fate has befallen Lt Kung*lin’s Buddhist pictures. We can no longer 
be sure that any of them has been preserved in the original, but some of the 
compositions are known through what seems to be faithful copies, pictures which 
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reLRin sometliing of the master^s very original, sometiines humorous or fantastic 
interpretation of the traditional motives. Xhey make us realize the truth of Teng 
Cb'un’^s remark in liaa Chi :— 

“His Buddhist paintings were always strange and made to startle the coinmoa 
people; yet, he did not neglect the important points (of iconography). Once he painted 
a long-robed Kuanyin, whose girdle was more than one half longer than the wiwle 
figure. For Lu Chi-fu he painted another Kuanyin resting on a rock; it was of a 
type that never had been seen before. He also painted a Kuanyin seated in memia- 
lion, cross-legged and with folded hands which really gave the impression of media¬ 
tion, it was said about this that the posture expressed a iiappiness whicli was tn the 
heart and not simply in the image. From this co^d be seen that when a thing is done 
by a noble inan and great scholar it is truly significant.” 

Li Kung-lin was probably more than any other painter responsible for the 
elegant type of the tong-robed Kuanyin, standing on the water or seated on a 
rock, which became so |x>puiar from the late Sung to the early Ming period, but 
none of his Kuanyins has, as yet, been identified. The only Buddhist pictures by 
Li, w’htch have become known through early copies or imitations, are various 
rcpresentatioiis ofLohans, both on a large and on a small scale. The former, which 
are executed in colour, will be discussed presently ; among the latter, which are 
done in the characteristic pai miao technique, may be recalled the album leaves 
in the Freer Gallery and a long scroll in the National Museum in Peking. All these 
compositions are remarkable for their imaginative features and expressiveness. In 
the Peking scroll the Lohans ate shown moving tlirough water and air as mystic 
superhuman beings endowed with pow'ers to overcome the elemental forces of 
nature. Tlie execution with hair-sharp lines is somewhat dry, but the fascination 
of the conceptions has not been lost in the translation. 

Another picture of a similar type, though perhaps superior in brush-work 
(I know it only in a reproduction), is the so-called Dtunken Ftt€si in Mrs, Eugene 
Meyer’s collection. Waley points out (p, 199) that it really is an illustration to a 
poem by the priest-calligrapher Huai-su, in w'hlch he says, that 1 deserv'e that 
my portrait should be inserted in the Drunken Priest picture”. The composition 
shows the old man seated on a stone. wTiting on a scroU which is held before him 
by a boy, while two other servants arc approaching with large wme-pots. The 
situation is replete with life but, to judge by a reproduction, the execution does not 
possess the strength of the conception. 

The imitations after the master seem to have had a ready market even in his 
lifodmc, as the demand for his works grew larger than the supply, particularly 
.8; nrf» his right arm had become lame from rheumatism. We arc told in Hua Chien 
that a certain scholar, called Ch‘iao Chung, imitated ^tn so successfully that his 
pictures were often taken for the mastcr*s work, and also that the monk Fan-lung 
from Wu-hsing, foUowcd him very closely, though hLs figures were spiriUess and his 
horses poor. Along scroll in the Freer Gallery representing **Lohans moving through 
Forests and Sea”, is attributed to Fan-lung and bears witness to this dependence.* 

1 Cf- Chimsf Fainiings in Amtrksn pi. 


55 


A HISTORY OF EARLY CHINESE PAINTING 

The composition is fuU of fantastic details, the holy men are riding on ^om of 
beasts and dragons, and the execution with a very fine brush is el^^ant and skilful, 
but comparatively dry and superficial. The picture may serv'e to illustrate a whole 
class of minor ink paintings, representing Taoist or Buddhist worthies, which often 
pass under the name of Li Lung-mien. They are executed in /«» mwo 
style with more or less refinement and skill but lacking in vitality and stren^ of 
brush-work. According to the tradition reported b Hua Ch, Li Kung-hn always 
worked with a fine brush on paper and cut down his pictures to the smallest possible 
size, a statement which, however, contains a considerable amount of e^ggeration 
There can, as a matter of feet, be little doubt that Li Kung-lin also ^ecuted 
larger pictures in colour on silk, though none of them has been preset e . igure 
paintings on a large scale from the Sung period are, w^th the exception of some 
Buddhist pictures, nowadays extremely rare. As a probable example of thts das 
of painting may be mentioned a portrait of A Ymmg Lady in White (94 lugh) m 
the Freer Gallery in Washington. {PL 30.) She is standing upright holding a fan m 
theone hand and a basket in the other,wearing a very stylish long dress,which reaches 
down over the feet and is kept together at the w^aist with a long sash. The design is 
characterized by wonderfiil simplicity, and the white colouring must have been 
charmings but b now largely worn off, which makes the lines of the folds stand out 

too strong and hard. 

The traditional attribution (on an old label) to Ho Ch‘ung, a contemporary of 
U Lung-mien may be correct. The picture seems at least to be of the period, and 
the artist is recorded in Shu Hua P^u as a good portrait painter, though the historical 
data about him are scanty. He was, however, a Ajjw and a friend ofSuTung-p o, 
who, when be sat as a model for the painter, asked him; “\Vhy do you make my 
portrait?” To which the artist replied; "because it amuses me to make it!” 

In the year 1080 he was commissioned to paint a posthumous portrait of a 
prominent old country baron, which then, on the days of memorial services, was 
exhibited in the sacrificial hall. The notice b interesting, because it shows that 
ancestral portraits were, at least in the Sung dynasty, done by real artists, and 
classified as works of art just as well as the religious paintings. It w-as only in later 
times that this type of p ain ting lost most of its artistic significance. 

Li Kung-lin’s influence as a figure-painter b, however, more evident in the 
field of religious art. According to a tradition, which b particularly fostered in 
Japan, he created a new type of Ijohan, the Buddhbt patriarchs, who became so 
popular in the religious art of the Sung period. 

Four different types of Chinese Lolmn paintings have been dbtingubhed by 
some Japanese authorities, i.e. Kuan-hsiu’s, Li Lung-mien’s, Chang Ssfl-kimg’s, 
and Lu Hsin-chung’s,^ but it b evident that the greatest difference Is between the 

^ CX M. W. De Visser, Th Athats in China ami Japan. A series of articles first published in Osbuiat. 
^eitiehrifi, and issued ai a separate volume. 1933. The jopanese authority quoted here on p. 1 39 is: Mhon 
kyakkwa daijiUn. 
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iwo first types; the two last being merely decorative or realistic elaborations of the 
second t}'pc, which retained a leading mfiuence during the Sung and Yuan 
dynasties. The same authority claims that “in Li Lung-mien*s st>ie the expremion 
of the miraculous power of the Arhats was made the chief object, whereas additional 
matters, like the variegated colours of the garments and their ornamental patterns, 
were treated as important details (which were more emphasized in Chang SsQ- 
kung*s pictures). This became the commonest style. The centre of' this style was 
Southern China; it was especially in vogue in the Dhyana (Zen) monasteries and 
introduced into Japan by Dhyana priests. This school also propagated the cult of 
the 500 Arhats”. It weakened gradually in the hands of inferior painters, who “laid 
stress upon the outer appearance instead of upon the inner greatness and slid down 
into the stream of a naturalistic style which wiped away the last traces of divinity 
and majesty of the saints. Yet, Li Lung-mien’s mighty art maintained ite 
dominating position down to the end of the Yuan dynasty; when Ming began, it 
passed away for ever”. 

‘I'he above presentation of the problem concerning the representation of Lohans 
in Chinese painting is apparently based on old temple traditions rather than on 
still existing documents or paintings. It does not appear from the Chinese sources 
known to us whether any of Li Lung-mien’s Lohan paintings were on a large scale 
and represented single figures, but such may have, existed. We have previously 
mentioned some minor ink paintings, scrolls and album leaves, traditionally 
attributed to the master, which represent the Eighteen Lohans, and besid^^s thc^ 
may be remembered the very famous picture of the Five Hundred Lohans which is 
described in great detail in Hua Chi, But this, too, seems to have been an ink painting 
remarkable for its excellent brush-work and its fantastic variety of motives, which 
nevertheless were presented “in accordance with the Buddhist principles”. 

The finest Lohan paintings on a large scale in colour, which have been 
associated with the name of Li Kung-lin, belong to the set of Daitokuji in Kyoto, out 
of which ten pictures were secured for the Museum in Boston and some by private 
collectors, so that only eighty-two pictures remain in the possession of the temple.^ 
The original number was 100, and each picture represents five Lohans with tlielr 
attendants and followers. The traditional attribution of' these pictures has been 
disproved by the discovery of the signatures of the two painters Chou Chi-ch‘ang 
and Lin T‘ing-kuci on one of the pictures in Daitokuji, and through the inscription 
we also learn that they were executed in 1178 for a monastery in Ning-po 
(Chekiang). It may, however, be admitted that the style and general character of 
these pictures reflect to some extent the art of Li Kung-lin. One or two examples 
must here suffice as representatives of the whole series; the general prioctples of 
composition are the same in them all, though the)' arc applied w-ith considerable 
variation and the execution is somewhat uneven. My observations on a great 

1 The lea picture of tilt Boston Mujcum arc oil reproduced in Chtmsw in Atnericm 

ii, pli- 56-64. 
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number of the pictures in Kyoto lead me to the conclusion that Chou Chi-ch'ang 

was the greater of die two otherwise quite unknown painters. 

One of the finest b the picture which shows hue Lohms descending on 
towards a man (of Hindu type) who b seated on a camel, holding with both hands 
a coral crown as if he were offering it to the holy men. (PI. 31.) By pcsition o 
the fi-mres and the design of the clouds a kind of double curve b formed which 
sweep^'s along the tall picture and imbues it with an airy movement. The comi^i- 
tion is perfectly adapted to the high and narrow proportions ol the picture, 
characterization of the Lohans (who now have become more Chinese than Indian) 
is carried out with great concenirauon. The same kind of curving and sweeping 
vertical design may be observed in several of these paintings, sometimes accentuated 
by trees and water-courses, sometimes by the formations of r^ks and clouds, 
alw'ays imparting a harmonious unity and strength to the decorative effect. 

But similar results may also be obtained by other arrangements. There are, for 
instance, pictures of a more symmetrical design, as may be seen m the one which 
represents the Buddhisi Patriarchs triumphing over Taoist Heretics, (PI. 32.) The scene 
b laid in a grotto. In the upper part of the picture stands a large altar silhouetted 
against the opening of the cave, A roll of documents lying upon the altar radiates 
light and b not consumed by the altar-fire that seems to shrink irom it. The figures 
below are grouped in a V-shape which repeats the direction of the rays aboveThe 
attention of all the men b fixed upon the altar. The five Lohans are obviously 
rejoicing over the plienomenon, while their adveisaries, the Taobt, show consider¬ 
able consternation. The whole picture b dominated by the miracle. Our attention 
is drawTi towards a luminous point, and from it issues the force that creates such an 
intense reaction in the different figures. The artist has succeeded in representing 
the irresbtible spiritual power of the miracle by reflecting it in the figures and in a 
design w'hich accentuates the focal point and radiates like the rays of the altar. 

The compositions in thb series are characteristic of a whole group of Chinese 
figure-paintings, be they religious or profane, which are designed on tall and 
narrow scrolls. The main figures are placed in the upper or middle section of the 
picture and drawn on a somewhat larger scale than the rest. They mark not only 
the ideal but also the decorative centre of the composition, and as they look down 
on the rest of the composidon, which contains the minor figures, the beholder b 
induced to do Likewbe. The arrangement b essentially ideological, but in accord¬ 
ance with strictly decorative principles, so that not only the main idea but also the 
imity and significance of the design at once become clear. 

Among the Lohan pictures attributed to U Kimg-lin should be remembered 
the large kakemonos belonging to the Imperial Art Academy in Tokyo,’ They are 
only two now, but must have formed parts of a series of sixteen (or eighteen) 
pictures, each representing a Lohan accompanied by a w’orshipper or an attendant. 
The characterization of the holy men, who are seated on cUffi, under the shadow 

^ Often rcrpioduced, for uuLinfte, iii T(^ Bijtitsu Tuikwanj vHl* pis. 2S-4- 
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of some Irecs, is excellent, but the execution is of a kind that no^vadays is considered 
more characteristic of the thirteenth than of the m^eliUi century. This approwinate 
date is also proved by their stylistic resemblance with the famous sets of Sixteen 
Lohans in the Museum in Boston and in Shokokuji in Kyoto, which are signed by 
Lu Hsin*chung, an artist who w'orked at Nlng-po at the end of the Southern Sung 
dynasty (and possibly also later). These two sets are alike in design and must both 
have been executed by Lu Hsin-chung and his assistants, though, as far as my 
observ'alions go, the pictures in Boston are somewhat finer in quality (with the 
exception of one which is a Japanese substitute). Although these Lohans have 
never been associated with Li Kung-lin himself, they continue the type introduced 
by him, and as they furthermore must be reckoned among the most imporiant 
Buddhist pictures preserved from the Sung period, a few words about them may 

not be out of place.’ • • j j 

Generally speaking, the expression and sigmficance of these painlmgs depend 

more on their excellent designs, in line as well as in colour, than on any particular 
refinement or individual accents in the brush-work. The execution is good, almost 
surprisingly so, considering the amount of labour involved in the long series, k the 
best of them the drawing actually becomes a means for communicating a spiritual 
significance, and the colours may also serve to chance this, at the same time adding 
greatly to the decorative effect of the compositions. 

Particularly beautlfiil and expressive in this respect b the picture of the 
fourteenth Lohan. (Pi. 33.} He b seated in contemplation by the bank of a lotus 
pond, the figure being placed towards one side of the picture. On the other side 
grows a curving wiUow^trce. Behind it a sers^ant approaches with something on a 
n-ay-^but hesimting, as if he were afraid of disturbing the holy man, who sits 
motionless, contemplating the message of the lotus flower. Tranquilly rises the trunk 
of the willow balancing the figure and accompanying by its long curve the lines of 
the mantlefolds. But the tender foliage of the tree and the flowers in the pond move 
softly in the evening breeze. The harmony of the design reflects the deep peace in 

the soul of the holy man. ^ 

A similar correspondence between the decorative design and the psycholog)' of 
the motive may be observed in some of the other of these Lohan pictmes. an 
example may still be pointed out the picture which represents the eighth patn^ch 
watching the fight between two dragons. (PI. 34.} Here everything b a sudden 
outburst of wrath and fear. The slim bodies of the furious dragons move like ^hes 
of lightning through the splashing waves. Tiie holy man jumps up from hb seat 
on the rocky bank to save hb feet fmm the rabed daws of the animals; he clinp to 
a trunk that bends across the scene but keeps hb eyes intensely fixed on the fight. 
The tree and the man arc intersecting exactly in the centre of the picture; they are 
marking the tw'o main diagonab of the composition, which thus gains a perfect 
balance'" in spite of aU the impetuosity, which also b reflected in the quick and 

• Dctatled infonnation about ibese pictuna and reproduction* of *5 Lohans of the Boston 

Mtiaeum aie included m Chines/ Fktarts in Ameritat ColkctionSi u, pis. 65-79. 
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energetic brush-work. The picture is an original conception of imiisual dramatic 

expression. . , r • 

There are other series ofLohan paintings of the late Sung period, as tor instance, 

the pictures signed: “Hsi-chin Chii-shih,” some of which belong to the museum m 
Berlin and some to Mr, Hara Kumizo in Tokyo, but they are hardly on a level 
with Lu Hsin-chung’s best works, nor do they reveal any closer connection with the 
U Lung-mien tradition.' And we know nothing more about this monk painter 
than about Lu Hsin-chung; he, too, worked at Ning-po while the Sung dynasty was 
still reigning in Hang-chou. It is evident that Ning-po and the great monasteries 
in the mountains beyond the city w'erc a maiD centre of Buddhist painting in the 
South Sung period, and as Ning-po also was the port for the trade and inter¬ 
communications with ^|apan, it is easily explained how so many of these Buddhist 
pictures have reached Japan and from there {to some extent) America. This also 
applies to certain Buddhist paintings ascribed to Chang Ssd-kung, an artist who is 
unknown in China but placed in the highest class of Buddhist painters by Soami in 
his ICimdaiktvan.^ Several pictures, representing various Buddha.s and Bodhisaityas, 
and also priest portraits arc ascribed to him in Japan, and their stylistic 
characteristics point to the late Sung period. According to the popular Japanese 
tradition to which reference has been made above, Chang Ssu-kung would also 
have followed Li Kung-lin’s directions, particularly in the representation oFLohans, 
clilTcring, how*evcr, from the master by more insistence on ornamental detail and less 
power of characterization. The pictures ascribed to him, many of which have been 
reproduced in Japanese publications,'* are all executed in an exquisitely fine 
technique with abundant use of fine gold ornaments on deep reddish, greenish, or 
brownish pigments. They include, however, no Lohans, but a portrait of a priest, 
Pu-k‘ung Chin-kang, which belongs to Kozanji (temple) in Kyoto. (PL 35.) The 
priest Ls seated in meditation (though with open eyes) in a large chair which is 
covered by a riclily ornamented drapery. His legs are folded under him, his 
hands joined in the lap. The figure is firmly placed; the rather stout body and full 
face are convincingly real, though rendered without any apparent modelling in 
light and shade, almost entirely with lines and some slight gradations in the tones. 
By this method a decorative unity has been preserved which is seldom found, to the 
same extent, in Western portraiture. It is as if the refinement of the execution and 
the absence of all strong material accents had enhanced the suggestiveness and the 
spiritual import of the portrait. The best Buddhist pictures of the Sung period, 
whether by known masters or by unknown monk-painteis, possess this peculiar 
quality of suggesting a mental state or an inner reality without neglecting or 
violating the bodily form. They are great decorative works of art, which through 
the harmonious unity of their design and the peculiar sublimation of the material 
form convey much more than can be defined by words or by shapes. 

* Afioihcr approxifnatdy contemporEuy scrira of ihc SLxtccn Loharift bebn^ to Sciryaji near Kyoto ^ 
thty are suppofi^ lo been bmnght from China by the priest Chonen, 

* ICamtaikwm transbted by O. KOmmeh Osiasmi. i, p. 14. 

“ Gf. Kckka, nos. i49t 349^ Tdjw Bijuisu T^wm, vol. pis. 3i-3> 
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II 

THE SOXTTHERN SUNG PERIOD 
^i) H(mg~chou^ th( Besuiiful City of AtL Cku Hd's Philosophy 

The years of warfare, flight, and humiliation which followed immediately after 
the fan of Pien-liang (K*ai‘leng) into the hands of the Chin Tartars and the 
carrying away into captivity of the old Emperor Hui Tsnng (iisy) evidently 
caused a serious disorganization also m artistic activity, but the pause was not 
very long. Old traditions were not lost or forgotten, 'Fhe Emperor Kao Tsung had 
no sooner re-established the government of the dynasty in Hang-chou ( i 138) before 
he devoted himself with the greatest enthusiasm and success to the reorganization ol 
the Painting Academy and other institutions of similar kind that had existed under 
his predecessors in K*ai-leng. He was himself a sincere lover of art and a very good 
calligraphist, and in hb work of reorganization be had the support of several of those 
men who had been prominent members of Hui Tsung’s model Academy, Like 
most of the scholars and officiab, who bad stood in personal contact with the coi^, 
they fled firom the burning capital and hid themselves w^here best they could (like 
Li T'ang and Hsiao Chao, who met in the forests of the T‘ai-hang mountains), but 
when the new order of things had been tutablbhed, they gradually drifted towards 
the new capital, drawn thither by thdr sympathies or by imperial orders. Kao 
Tsung spared no efforts to reunite the old scholars and artbts in Hang-chou and to 
make them feel the solace of the imperial favours. WTten the compubory interrup¬ 
tion was over, the play of Sung painting \vas continued, the main actors were the 
same as before, but the scenery of the new act w^as completely changed. 

And w'hat scenery 1 Hang-chou, the city of lakes and bridges, pavilions and 
temples, *‘the finest and noblest in the world,” to quote Marco Polo, standing “ as 
it w^ere in the water and surrounded by water. . , , And truly a trip on iHs Lake 
was a much more charming recreation than can be enjoyed on land. For on the 
one side ties the city in its entire length, so that the spectators in the barges, fmm 
the distance at which they stand, take in the whole prospect in its full beauty and 
grandeur, with its numberless palaces, temples, monasteries, and gardens, foil of 
lofty trees, sloping to the shore”. 

Marco Polo's enthusiasm for Hang-chou, as it stood in its da^u of glory at the 
end of the thirteenth century, w'as certainly not ill-founded. He was no incompetent 
judge; he came from Venice; he had seen many of the most famous cities of the 
worldi but none that he considered equal to the great city of Kinsay (as the place 
then was called) in beauty of nature, architectural grandeur and refinement of 
life. Art and nature had here combined into a peculiarly rich and picturesque 
harmony. We may well believe him, though the “beautiful peaces and mansions 
of the richest and most exqubite structure that you can imagine” no longer exbt 
on the shores of the Western Lake. Yet, nature b here the same as in the days of 
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gloiy, and the soft haz)- light may help us to forget that the temples and pavilions 
have been mined or rebuilt^ They arc all steeped in an atmosphere which seems 
to retain an echo of the great harmony that enchanted Messer Marco—it lives in 
the hush of the bamboo groves and in the mstling of the gnarled pines on the 
terraces along the mountain slopes. At least, so it was when I visited the place some 
fifteen years ago. The inspiration was still there, when the spring morning sprinkled 
its dew over the flow'cring soil and the shapes of the great trees slow'ly emerged from 
the mist—it was there, when the evening spread its veil over the quiet lake, where a 
lonely fisherman lingered m his boat, and the nightingale took up “the self-same 
song” in the shmbs at the fool of the old pagoda. 

This was a place w'herc nature held before the eyes of man motives of 
unsurpassed decorative beauty, and where it revealed its secrets in symbols of tones 
and shapes. It tuned the creative genius of the men who lived here and made them 
realize “the vision or the waking dream”. One may well ask, if ever there has been 
a closer harmony between the painters and the world around them than during 
these years of deep after-glow' in Hang-chon, when the boundaries between the 
seen and the unseen universe melted away in paintings which reflected the beauty 
of the boundless through a few strokes of the writing brush. The landscape paint¬ 
ing of the South Sung period could never have blossomed into such matchless 
fragrance, had it not been for the rich soil and inspiring surroundings of old 
Hang-chou. 

The spiritual and philosophical atmosphere in Hang-chou was also quite 
different from that of the Confucian doctrines and the Taoist dreams which 
prevailed in K'ai-feng. The opposition between these was practically effaced in 
the s^'stem of the Neo-Confucian philosophers, who sought to reconcile not only these 
two traditional currents of Chinese thought but also to blend them with important 
elements of the Buddhist reUgion. This new attempt at an aU-inclusive sjTithciic 
philosophy was in itself a very characteristic expression for the intellectual life of the 
Southern Sung period, and though the endeavour was supported by the scholars and 
philosophers more than by the artists, it became of such far-reaching and general 
importance that a few words may here be added about its foremost representative, 
the philosopher Chu Hsi (1130-1200). His synthetic system, winch became known 
as the ckm<y^ remained as a matter of feet for the next six hundred years the most 
widely accepted and authoritative interpretation of the Confucian philosophy, 

Chu H.si offered a philosophical explanation or reason for the Cnnfurt ^Ti morals 
and showed how virtue (j«i) and righteousness (t) should be culdvatcd by each 
individual auid not only by the ruling prince, who in the old Confucian system had 
held the main moral responsibility for the people.* The root of his system was the TW 
CA*(, a kind of cosmic essence, which sotnedmes has been explained as a di^dne power 
and sometimes as a cosmic ether. It is, according to Chu Hsi, both immanent and 
transcendent at the same time, something which animates every organism but does 

‘For a detailed account of Chu HsF» philosophy, see J. P. Bnice, CA» Hii, PhitoitO^j of Hitman NtUun, 
London, 1917+ 
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not exist outsid^e of the manifested universe. It has, as a matter of facL a rather siriking 
resembJance A^dih Tao, the fundamen tai principle or all pcrv'ading consciousness of the 
Taoists, though it may be of a Jess purely spiritual kind. Chi operated il^ough Li, 
which is ‘*the mould'* in which life is shaped or the universal order and Jaw of nature, 
which is, indeed, another name for nature's hindamental operations, Chu Hsi calls 
Li *‘thc master of tlie house, who receives and remains eternally, while tlic guests are 
passing”. In o^er^ words, it is the law which means order and harmony; no life or 
movement (which is die simplest form of life) can exist outside of tJ^; Chi and Li are 
indissolubly interbJended, the one is inconceivable without the other in manifested life, 
and here iJicy appear through the two Hmdamcntal principles Vang and Yin, light and 
darkness, wannth and cold, male and female—in full accordance with the old Chinese 
cosmogony. Through the co-operation of these principles evolution proceeds. It is 
an etemaJ movement, wliich goes on in cycles, in periods of activity and rest, or 
kalpas^ as the Buddhists called them. Our universe will be foilowed by another, as the 
plant which produces seed is followed by another plant, but whether this is simply a 
continuous transformaLion or a grmvlh and progress towards a higher state, Chu Hsi 
does not tell. It secmis as if he accepted only the formal side of the Buddhist idea of 
evolution witliout its spiritual import. The human snul is to liim like a particle of ice 
on the surface of the water; it remains for a time until it melts away a gain into the 
great mass. 

It is rather surprising to sec how freely Chu Hsi borrowed the elements of his 
system from various sources, seeking to reach a synthesis which could serve as a 
philosophical basis for the Coniucian morals, and in doing so he used rather vague 
terms and images which leave room for different interpretations. But even if his 
philosophy contained little new of fundamental importance, it was a brilliant 
intellectual construction, supple, inspiring, and beautiful, as the spirit that 
manifests in all the creations of the Southern Sung period. Bui it is also easy to 
understand liow this system later on, in the liands of Chu Hsi’s followers, could be 
developed into a scholastic bidwark for the innate conservatism of the Chinese 
people. 

More important than the Neo-Confiician philosophy for the artistic activity in 
Hang-chou became, however, the reflorescence of Dhyana or Ch*an Buddhism 
which now, during the Southern Stmg period, had its golden age in China. It was a 
spiritual undercurrent intimately blended with the creative tendencies of the 
epoch and it found expression in some of the most extraordinary works of art that 
ever have been accomplished with brush and ink. We shall have occasion to add a 
few w'ords about its aims and ideals in discussing the works of the foremost Cb'an 
painter. 


(a) T?w Old Academicians Reumkd in Hang-ckoa 
Figure, Landscape, and Flower Painiers 

The oldest and most influential of the painteis who joined the new Academy in 
Hang-chou, was Li T‘ang, Lsfi, Hsi-ku, from Ho-)ang in Honan. He tvas then a 
man over 75 years old; the best part of his life and artistic activity bad been spent 
in K^ai-feng, where he was an official at the Academy and lielonged to the circle 
of artists who gathered around the emperor. He served thus as a strong link witii 
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the past, transmitting to the younger generation the principles of style and 
technique which had been developed in the great days of Nor them Sung painting. 
He ts mentioned as the teacher or model of most of the younger men in Hang-chou 
and must, indeed, have exercised a great personal influence. The Emperor Kao 
Tsung made him the Director of the new Academy, conferred upon him the 
Golden Girdle and called him often flatteringly “T‘ang Li’\ thus inferring that he 
W 3 LS comparable to the great Li SsQ-hsun of the T‘ang period, an artist with whom 
Li T*ang had nothing in common. He lived to the age of 8o; the year of his death 
is unknown, but must have fallen shortly after 1130.^ 

His artistic education was, no doubt, eclectic as that of most of the painters 
of the Northern Sung period. He was old enough to liave knowm Kuo Hsi and the 
traditions of heroic landscape painting, which survived from the beginning of the 
period, a supposition which is sup]x»ted by a large and Important landscape 
painting in the Palace Museum in Peking. The picture is catalogued in Shik Ch^ii 
Pao Cki as Li T*ang’s work and nowadays accepted as such, though its general 
characteristics of style are distinctly earlier than w'e would expect in a work by this 
master.^ It is a huge mountain scene with snow and a sharp wind shaking the 
trees. The very small figures are battling on the road against the storm or tucked 
away in the low pavilions between the clifls. The whole conception is of the 
traditional type first introduced by Li Ch'eng and further de%feloped by Kuo Hsi, 
and the mountains are deeply “folded" as in the works of these predecessors. The 
picture has a considerable historical interest, but it is by no means characteristic of 
Li T'ang as he appears in his later creations. 

These are mostly pictures in w'hich the figures and the animals play more 
important parts than the landscapes which form the settings. 

Not a few of these pictures may almost be called realistic genre-scenes, 
brightened by a tone of humour and enlivened by a characterization which some¬ 
times verges on caricature. Typical examples of such works by Li T*ang are the 
Wedding Procession in Mr, Lo Chen-)ii’s collection (known to me through the colour 
reproduction in Kokka^ 261) and the Village Doctor in the National Museum in 
Peking. The former picture, a short scroll, slightly coloured, illustrates the arrival 
of a country bride at her future husband's fomily. The procession is made up of a 
very mixed array of people, some on foot, some riding on donkey or buffalo, who 
move and act with die uncomfortable dignity of loafers and peasants dressed up 
for the occasion in borrowed garments. The scene takes place under some old 
willows; the whole thing is like an illustration to a rusric country talc. 

The other picture represents a Viliage Surgeon in the act of practising his art 
on the back of an elderly man. (PI. 36.) The victim is held in a kneeling position 
by the united efforts of two assistants who pull his arms with all their might, while 

’ biographical information n Li 'Tang ii collected in A®. Sung Yvan Mm Lai further notes about 
nii works in Ch^ing-hdi Shu Him vol. lo. 

• Reproduced in Ktt Kmg SAa Hm Cki, i, pj. 5, 
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a boy thrusts a clog into Ills mouth at the same time hiding himself behind the 
back of one of the assistants. The doctor applies his knife with an air of utmost 
concentration and artfulness, hut beliind him stands liis servant maliciously 
lauglung at the performance. The conception has a certain resemblance to well- 
knovkTi Dutch and Flemish genre paintings of the seventeenth century, but never 
did an Ostade or a Teniers impart to their paintings as much of momentary life 
and rustic reality. The old willow which spreads its soft foliage over the figures 
adds something to the atmosphere of fugitive lightness that envelopes the whole 
picture. It is slightly coloured which, however, does not conceal the swift and spirited 
brush-work, 

Li T‘ang acquired also a special fame for his paintings of waier-buffalocs, the 
most characteristic animals in the country around Hang-chou, In this particular 
field he followed in the footsteps of Tai Sung, and succeeded so wed that some of his 
pictures were taken as works by the T'ang master, a statement that seems surprising, 
as his style and brush-work are easily recognizable by the light touch and the 
minute definition of every detail. This may be observed, for instance, in the excellent 
picture in the Boston Museum representing, according to the old label, Rftummg 
Dnirik from n Village Meeting in the Spring. (PI, 37.) The old grey-beard, who is 
seated in a somewhat uncomfortable position on a scraggy bufialo, would no doubt 
tumble down, if he were not supported by a servant who walks at the side, while 
another urchin walks ahead pulling the slow animal by a long string along the 
sandy river bank. The swift and easy, and yet highly detailed, brush-work is exactly 
the same as in the Bridal Procession and the Village Doctor described above. All these 
pictures offer some reason for Chang Chfou’s remark that U Twang's brush-work 
was of the highest class {miao pin)^ *‘even Ma Yuan and Hsia Kuei could not reach 
it in their famous paintings”. 

Several important pictures by Li T‘ang are mentioned by the same authority, 
partly landscapes with figures and partly legendary illustrations. He must have 
been a remarkably many-sided artist, altogether original and quite unhampered by 
earlier traditions, which he evidently knew very well. The old critics claim that 
he started a new kind of landscape painting, possibly a more intimate and idyllic 
t)'pe than had prevailed during the earlier generation, and it seems quite possible 
that he contributed more than appears from his stifi preserved works to the 
development of the type of romantic or expressionistic landscapes with large 
figures which became one of the finest products of Southern Sung. 

Most of the painters who w'ere prominent members of the Hang-chou Academy 
had been in a similar position in K^ai-feng before *‘the crossing of the river”. They 
were experienced academicians, well acquainted with classic traditions, more or 
less influenced by Hui Tsung’s sesthedc romanticism and over-refinement in 
techmeal matters, but none of them was a creative personality equal to Kuo Hsi or 
Li Lung-mien. They painted mostly miscellaneous subjects, religious, legendary, 
or historical, besides landscapes, birds, and flowers; the specialization was not so 
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Strict as in former timeSf possibly because painting bad become more than before 
a matter of techiucal skill and faithful representation. But the general level was 
very high, and the prominent peisonaUtics were much more numerous than can be 
discussed within the strict Limits of the pr^nt publicaLtoti. 

Su Han-ch*cn from K‘ai-feng had been a tai ehao already in Hui Tsung’^s 
Academy and stood in no less favour with the Emperors Kao Tsung and Hsiao 
Tsung,* He was a prominent academician in the Shao-hsing (n 3 t-i (6s») and Lung- 
hsing (1163—1164) periods and was honoured ;\ilh the title of a ch''ao ksin Ittng, His 
activity does not seem to have extended much beyond 1164, Su Han-ch‘en’s fame 
as a painter was based partly on his Buddhist and Taoist pictures and partly on his 
genre-paintings. The former included frescoes in the Wu-sheng miao and the 
Hsien-yin kuan, two Taoist temples in Hang-chou, but all these religious paintings 
arc destroyed. The works by Su Han-ch‘en which still remain are all representa¬ 
tions from the life of chil dren and ladies, i.e. genre-scenes of the same type as Chou 
Fang’s and Chou Wen-chii’s pictures, though treated in a different spirit, some¬ 
times with slightly humorous accents. 

A very characteristic example of this class of Su Han-ch'en’s w'ork is ihe Tojf 
Pedlar {PI. 38), a picture which exists in several edit ions, the best among them being 
the one now in the Palace Museum in Peking (from the Ch‘ien Lung collection), but 
another version, belonging to Mr. Nezu in Tokyo, may also be of the period. The 
pedlar is represented pushing a little cart with a high scaffolding on which many 
kinds of toys and trinkets are suspended. Five small children have gathered around 
the cart, one with his baby-brother on the back (as still is the custom in China); 
some of them are standing in mute adoration of the coveted treasures, but two are 
giving outlet to their excitement In a brisk hghl. It is altogether a gay and multi¬ 
coloured thing like the thrilling joy of the children. 

Two more pictures in the same collection represent other scenes of a similar 
nature. In one of them a numerous company of children are playing or amusing 
themselves after the fashion of older folks in a garden by a lotus pond; it is the 
celebration of the “Dragon festival” by the most youthful citizens, of whom some 
are still In tender babyhood. The garden landscape wfrh the pavilion and the 
balustrade form a charming setting for the scene, llie other is know'n as Wu Jui, 
and represents somewhat older children with masks engaged in a theatrical 
performance, which evidently has reached a rather exciting climax when some of 
the actors arc fighting. It is more burlesque than the other two pictures, but just 
as true to nature and clever in its characterization of the amusing motive.* 

Quite different is the fan^haped picture in the Boston Museum which carries 
the painter’s signature and represents A Toimg Ladj ai her Toilet. (PI. 39.) The scene 

^ llie bio^phicsl iitfcMtaatiotis n Su Han-ch‘eti are oonected; in Sung Tuan liua Im. 

* The three [nctuna are rcpiuduced id ffir Kxmg Shu Hua CM, vi, vii, and xii. A picture in the National 
Miucum in Peking reproenting market socnia wiih food vendon, etc,, which carries Su Han-chan's 
signature, is e\'idcntly a copy. 
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IS again a balu^tradcd garden terrace. The siender lady site on a low bench in 
front of a large lacquered table which is provided with a high screen-likc back. 
Flower-vases, boxes, and toilet utensils are spread on the table, most prominent 
among them being a large mirror, in which the lad/s face is reflected. A youthful 
maid is standing at the side of the bench ready to ofler her services to the mistress. 
A single branch of a blossoming plum-tree is stretching out as a greeting of spring 
from the rockery at the edge of the picture. She site quite still, listening—dreaming 
of the spring-nights on the Western Lake. 

Chao Po-chii, Ch'ien-li, was already mentioned among tlie painters whom 
Teng Ch‘un classiRes as relatives of the imperial family.^ He had been a member 
of Hui Tsung^s Academy, and stylistically he stands much closer to the older 
generation than to the new currents which originated in Hang-chon, but he was 
the favourite painter of Kao Tsung and continued his activity practically during 
the whole reign of the emperor (1127-1162). As an ollicial he rose to the position of 
Keeper of the Imperial Seal (Governor ?) for Eastern Chekiang. The emperor 
employed him for the decoration of a big hall (Chi-ying tien), a work which he 
executed together with his brother, Chao Po-hsiao, to the great satisfactioii of the 
monarch; but most of fus pictures, which included all kinds of subjects, from land¬ 
scapes and How'ers to portraits and Taoist figures, were executed on a com¬ 
paratively small scale in a highly refined style based on studies of Li Sstt-hsun*s and 
W'ang Wei *3 works. Chao Po-chii seems to have been a distinctly conservative 
artist, highly skilled and well fitted for an imperial court-painter. 

Chao Po-chu's name has in later times been connected particularly with land¬ 
scapes and iliustradve paintings executed in the chSng lu pai manner, i.c. with bright 
green colouring (beside red and white) and gold outline. l*hLs striking decorative 
method was evidently derived from Li Ssii-h.sim*s garden landscapes, but Chao 
Po-chii made it still more efleedve by increasing die contrasts of gold and green, 
thus giving the impetus to a type of painting which survived far into the Ming 
period, when it became a more and more ardficial kind of decoration. Examples of 
it are by no means uncommon, most of them being more like embroideries than 
paindngs, but Chao Po-chii’s own works in this .style have become very rare,® The 
best example known to me is a scroll lately acquired by the Boston Museum, which 
represents The First Emperor of the Han Dynastjr enterirtg the Ck^tn Capital. (PI, 40.) 
The picture, which carries the painter^s seal and signature, b a very striking 
piece of decoradve illustratton executed on a small scale, but with such a strong and 
clear definition of the fines and masses that it would stand considerable enlargement 
without losing its ardstic beauty. Of the great victorious army, which is marching 
along the winding mountain paths, only small detachments are .shown (PL 41}; the 
rest is hidden behind the high ranges, but we get a vivid impression of its 
importance atid steady progress by the innumerable pennants and standards which 

I fttia Chi, first BCCtion. Chao Po-chtJ is not iridudcd in Xnn Sung J'lian Hm Lu^ but a dcrtnin aiucrunt oT 
iiiformation about hh u'ork^ it to be found in Ching-h^ Sfiu Htm Fang^ vdI. in. 

t Xwo Bueb pictures ascribed to the painter 3 re repTOtJueed in Aling ffua Chi, 
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arc fluttering in long lines abo%'e the ridges of the green cliffs. (Ph 42.) The device 
has been utilized t\'ith remarkable success and made it possible ibr the artist to 
suggest large distances, space^ and continuous movement within the frame-work of 
the strongly conventionalized clouds and mountains. In the second half of the 
picture the leader of the army are galloping on horseback over the bridge and 
through the fortified gateway, passing into the palace city of Ch^in Shih Pluang T i, 
a dream-like place where nature and art are combined as beautifully as in a poetic 
legend. The high towers are vying with the craggy clifis, the terraces are spreading 
far over the water, and the clouds and mist are circling as protective smoke¬ 
screens around the open pavihons. The final scene shows the Han emperor 
receiving homage from the kneelii^ palace ladies. 

Chao Po-chu was a master of such illustrative picture-scrolls, in which hbtorical 
events w'cre freely translated into poetic chronicles, and actual obscrv'ations 
blended into decorative designs of bright green, red, white, and gold. He painted, 
for instance, the Emperor Ming Huang’s historic journey to Shu (when the capital 
was sacked by An Lu-shan’s soldiers), and Tao Yuan-ming^'s famous tale about the 
enciranted peach-garden. Both these pictures were copied by Ch4u Ying in the 
sixteenth centur)' and by later artists. A picture purporting to be Ch'iu Ying’s 
copy after Chao Po-chu*s Ming Huang Hsing Shu is in the Museum in Stockholm, 
but it is evidently of later origin* The other Ch*iu Ying copy is mentioned with 
highest commendations by Tung Clfi-ch'ang; he valued it at a price equal to that 
of fifteen cities, and regretted that he had not enough money to acquire it. Most 
of Chao Po-chii’s famous scrolls seem to have been of this kind; i.e. decoratively 
conventionalized landscapes with iUiistrative figures. He painted The Fairies of the * 
Lilacs, The Drug of Imtnorialitji, The Visit to the Tai Mountain, T 7 ir Boats Coining out of 
the Gorges, etc., but also actual portraits, as for instance, Su Tung-p‘o in contempla¬ 
tion at the river bank [Tung-p^o Tuch Shat /‘») and studies of birds and flow'ers. 
Teng Ch*un mentions in particular a fan-painting representing a tortuous juniper 
among strangely shaj^ed rocks, and says that he made an abundance of small 
pictures, landscapes, animals, birds, fruits, and flowers. One example of these is 
the album leaf in the Stockholm Museum, representing a mountain pavilion in 
mist, and accompanied by a certificate by Yu Chi, the artist’s great admirer in the 
Yuan period, in which he says that Chao Po-chii painted it after a composition by 
Li Lung-mien. 

Ma Ho-chih from Ch‘ien-t‘ang belonged to the same set. He stood in high 
favour at court under the Emperor Kao Tsung and at the beginning of Hsiao 
Tsung’s reign, and rose to the position of vice-president of the Board of Works.^ 

He painted Buddhist motives as wtU as landscapes and earned his greatest fame as 
an illustrator of the ancient ballads and odes, known as Mao Shih from their first 
compiler during the Western Han dynasty. The Emperor Kao Tsung amused 

^ Tlie histoikal mfermatiniu alxjut Ma HfxhJh are in Aim Stag Tfliw Hua Lit, but interesting additional 
observations are oflered by Chang Ch‘'au in CA‘in^^ Shia Htut Fang, vol. iti, 
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himself by copying and commenting these poems and Ma Ho-chih was selected 
to illustrate the imperial calligraphies. There is said to have been no fewer than 
300 such poems arranged into a number of sets with different names; whether Kao 
Tsung actually copied them all with his own hand (as asserted by traditton) is 
far from certain; in any case» Ala Ho-chili died b^re he had accomplished 
all the 300 illustrations. Some scrolk, each containing ten or twelve of these poems 
with illustrations, were until lately in the Imperial Manchu Household collection, 
and at least one of them has been brought out in facsimile reproduction In Japan. 
Whether these scrolls are actually the originals of the imperial winter and his artist 
friend (as commonly supposed) may be subject to some doubt. If not, they are at 
least very skilfully executed early copies, which retain the chaiacleristic style of the 
vmter as well as of the painter. 

The interest of the paintings depends less on their refCTence to the text than on 
their elements of fresh and spontaneous naturalism. Tliey contain bits of land¬ 
scape, flowering shrubs, trees, water, birds, and pavilions which serve to form a 
setting for the drmiatis persmiss. Only in two of these pictures are the figures sketched 
against the neutral background. Among the mast effective may be pointed out 
the iJlusirations to The Bustard's Feathery The Faggot Bundb, and The Growing 
Creeper. (PK 43.) The first is made up of the bug gnarled branches of an old 
tree stretching over a foaming stream; two large hen-birds are seated in the tree 
w'hile their male companions are sailing down to them on widespread wings. The 
abundant leafage on the wavy branches and the moving birds give it a wonderful 
air of spaciousness. In the illustration to the Groxving Creeper a woman is repre¬ 
sented seated in a cottage with thatched roof shaded by a large magnolia; she is 
w'aiting and waiting for her beloved, w'ho is away in the service of the w'arlike duke—■ 
winter passes and summer passes, the wild creepers along the cottage are growing, 
growing... but the husband does not come back. The Faggot Bundle is a landscape 
with some lightly sketched rocks and shrubs and an old man scaled on the hill-side 
tying up a bundle of faggots. The manifold trees and shrubs are characterized by 
different tjpes of leaves, drawn in various shades of ink as lightly as if they were 
blown there by the wind, whilst the resting old man looks almost like another hump 
on the hillock. 

These illustrative drawings formed, no doubt, a most interesting portion of Ma 
Ho-chih's work, but there are also other pictures by the master executed in a some¬ 
what similar manner and expressing his poetic temperament. .Among them should 
be remembered two pictures in the museums in Peking, i.e. The Bu^ Loafer [Hsim 
Mang /‘u), in the Palace Museum, and The Man with a Sticky in the National 
Museum. The former, which is slightly coloured, represents a contented idler in a 
very scanty costume seated on the ground under a large tree, apparently busy 
twining a string with die help of his two hands, his foot, and his mouth. It is a 
very spirited character study of a lazgflrone with a touch of humour, alive in every 
brush-stroke. The man walking with a stick under a wind-swept tree is a more 
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poetic conception expressed with a very light and easy brush in pure ink on paper. 
{PI. 4^.) In both these pictures, as well as in the above-mentioned illustrations, one 
may notice a peculiar wavy or jerky rhythm, w'hich becomes most apparent in the 
drawing of the trees and the folds, a kind of mannerism which evidcndy was 
characteristic of Ma Ho-chth. The origin of it may have been his intense interest 
in Wu Tao-tzu’s works. Ma Ho-chih is said to have followed Wu Tao-tzu so 
closely that he received the nick-name: “Litde Yetj it may be said that the 

distance between the two painters, in qnality and strength, is emphasized by the 
superficial resemblance. If Wu’s bru-sh-strokes seemed to move with the strength of 
a storm-wind, the lines in Ma Ho-chih*5 paintings seem to be fluttering in a gentle 
breeze. The old critics speak not without reason about the folds of the garments 
being like swaying willow leaves, and compare the flow' of his brush-strokes with 
jailing clouds or running water. 

This transparent lightness and ease of Ma Ho-chih’s manner of painting has 
been well characterized by Chang Ch'ou, who wrote about certain pictures by the 
master as follows; “Although the pictures are small and the execution seems quite 
loose and careless, their beauty and expressiveness is veiy great. Ch^en Chung-ch'un 
considered these pictures most wonderful and quite equal to the finest works by 
Kuo Chung-shu. They had an immaterial quality like a man who takes no cooked 
food. He formed, indeed, his own style.’* ^ 

Li Ti, fiom Ho-yang in Honan, was also one of the old men who had played 
important parts in Hui Tsung’s Academy. He painted then mostly flowers and 
birds in a similar fashion as his imperial master and trai^mitted this mode to the 
Southern capital, where he passed the main part of his life, and branched out into 
various kinds of painting, such as animals and landscape. The Emperor Kao Tsung 
made him tlie vice-director of the new Academy and bestow'cd on him the Golden 
Girdle. He seems to have lived to a great age [like Li T^ang); he was bom at the 
very beginning of the century, and there w'as a famous picture of his, representing 
a pair of bamboos in snow, which was signed and dated in accordance w ith the 
year 1187. He is sometimes referred to as Li of the three emperors’ reigns.* 

The majority of Li Ti*s pictures mentioned by his biographers are flowers and 
fruits. He painted branches of peach, plum, cherry, apricot, pear, and apple, 
and also lotus, hibiscus, and other garden flowers, mostly single stalks with a 
few' leaves. His pictures were small, but they contained the very soul and essence 

* 'Ilic tvvo caioutol iaDdstape sc:it>lli ascribed to Ma Hochih in tfac Nnlional Museum in Peking arc 
evidently later rcproducdoiLs, llicy posset a certain interest as historical doenments, proving that \fa Ho- 
chih also worked in the academic style with traditions from Lt Ssu-haiin^ but their ortbtic importance b very 
smalL 

A very fine small ikn-palnting^ ascribed to the master^ b in die collection of Mr. HayasaM in Tokyo. It 
represents two Lai^ boats moored at a rh er-bank, at die foot of a Mgh gate^tower. The boats and buildings 
art dmwTi in a linear style and die picture sliows a rather dose connection with certain wwks by Chao 
Ta-nien and Chao Ptj-chU^ 

* Tlte biographical data rt Li Tl are collected in Ahj] Suitg Titan f-fm Lu. 
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of each species; they were admired for their absolute faithfulness and truth ratlier 
than for any elaborate design or decorative arrangement. 

The best known examples of such sniall flow'er-paintmgs by Li Ti are the two 
album leaves in Viscount Fukuoka's collection representing Hibiscus (also called: 

signed and dated tti accordance with the year 1137.* They are 
conscciuently comparatively early works by the master and may be taken as 
examples of the highly refined naturalistic style de\’eioped in Hui Tsung’s Academy, 
Each one of the two pictures consists simply of a short stalk with two large flowers— 
white in the one case, pink m the other—and a few leaves in various shades of 
green. (PI. 45, i.) The beauty and fragrance are expressed mainly by the pale and 
sensitive colouring; reproductions are consequently a very poor substitute for the 
originals. 

The same quality of faultless refinement and simplicity characterizes Li Ti's 
Branch oj an Apple-tree in Count Tsuruga’s collection, a small picture of green and red 
tones which have blended into the brownish silk, matured and darkened by age, 
{Cf. Kokka, 144.) 

But Li Ti did not paint only flowers and fruits; his bird-paintings were also 
numerous—geese, cranes, w'agtaiL, doves, and eagles are particularly mentioned— 
and besides these are mentioned pictures of monkeys, deer, sheep, and pasturing 
cattle, i.e. water-buffaloes, which take the place of cattle in South China. Among 
bird-paintings ascribed to him may be mentioned an album leaf in Mr. Henry 
Oppenheim's cO'Uection showing a white swan alighting among rushes, (PI. 45, 2.) 
'^rhe design is very elegant, the movement of the sailing bird and of the thin rushes, 
bending in the wind, is beautifully rendered, but they seem to have been subject 
to some retouching. 

The most important pictures by Li Ti still preserved are, however, landscapes 
with water-buffaloes, not unlike the corresponding compositions by Li T'^ang, 
though perhaps of a somew'hat softer and more poetic tone. A very fine and 
uncommonly large example is the picture in the Palace Museum in Peking, which 
is signed and dated in correspondence with the year 11 74.* The motive is two 
water-buffaloes with shepherd boys on their backs rushing homeward with heads 
bent, as the rain is beginning to pour down and the wind is shaking the old 
w'illows. Executed in a fine ink-style with slight colouring, it makes practically the 
same effect as some of Li T'ang’s pictures of buffaloes and ^vUlow-trees, but the 
brush-strokes axe not quite so strong and spirited as in Li T'ang’s works. T'^vo other 
remarkable buffalo paintings by Li Ti are the album leaves in Baron Masuda’s 
collection known as Hunters who Return over Snow-eovered Fields.^ The men cany 
their catch (a hare and a pheasant) on long poles over their shoulders; in one of the 

^ Reproduced in 95,134+ Tpjq Bijut^u Tmkwm^ vuL AftigwiiShu, pR 14, 15, and elsewhere. 

’ CT Ku vdi- XV. The picture measures 3 R. 7 m. by 2 ft. ^ m. and is inetiliatied in SMh 
Pa^ CM. 

^ Reproduced in 71 and iSo, and In vili, ph. 35-6. 
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pictures the hunter is tramping ahead of the animal; in the other he is seated 
shivering on its back. Some bare snovtr'^laden trees give relief to the desolate 
landscapes. The painter has evoked the atmosphere of cold winter evenings with 
slight touches of while and grey tones against the brownbh silk. 

Closely related in style and motive to the above-mentioned pictures is a fan- 
shaped painting in the Boston Museum, which shows a shepherd boy in the act of 
mounting a large bull by grasping its homs and climbing over its head. (Pi. 46,) 
Some waving bamboos arc growing at the cliff by the side. The picture has 
neither seal nor signature, but it is evidently of the period and executed in a manner 
which is rather like Li Ti*s. 

In spile of all the praise bestowed on Li Ti, some of the old critics claim that 
he was surpassed by Li An-chung, the other well-known specialist in bird-painting, 
who transplanted the Hui Tsung academy-style in Hang-chou. He made practi¬ 
cally the same career as Li Ti and was likewise hoDOured with the Golden Girdle 
by Kao Tsung, but he does not seem to have lived as long. Li An-chung''s famous 
quail-pictures have already been mentioned; it may be added that he also painted 
dogs and other animals. 

Beside Li Tt and Li An-chung there was U Tuan, who specialized in flower- and 
bird-painting. He had been a tai chao in the Hsiian-ho era (1119-1125), and like 
his above-mentioned colleagues he received the Golden Girdle from the Emperor 
Kao Tsung. Most of Ins pictures seem to have been fans decorated with small birds 
or branches of blossoming fhiit-trecs, but as far as I know, none of them has been 
identified among the relatively great Dumber of such paintings .still existing. 

The most famous painters of dogs, cats, and monkeys were the tw'o Mao; the 
father, Mao Sung, who became famous for his pictures of monkeys, was active in 
the dme of the Emperor Hui Tsung, while the son, Mao I, worked in Hang-chou 
in the reigns of Kao Tsung and Hsiao Tsung, and became best known for pictures 
of puppies and kittens. He became tai chao in the Academy in the Ch‘ien-tao era 
(i 165-1173) and may have lived to the end of the century. His works have become 
much appreciated in fater times; not a few of them are to be seen in China as well 
as in Japanese collections (cf Kokka^ 26, 69, 91); we are told that he was a ravourite 
of some Japanese painters like Tosa Mitsunobu. The popularity of his works may 
depend to a large extent on the amusing motives—the long-haired Pekinese puppies 
—which are rendered with life and intimacy, but they are hardly on a level wTth 
Li Ti*s or Li An-chung*s w'orks. 

Simpler than these puppy pictures by Mao I, tliough certainly not inferior as a 
work ol art, is the painting of a walking dog in the Boston Museum, which used to 
be ascribed to the painter. (PI. 47,) Okakura has expressed his opinion alxiut it 
(in the manuscript catalogue) as foUows: “The certificates of Yasunobu and 
Yoboku attribute it to Mao I, the celebrated painter of animals in the Sung 
dynasty. The style is that of the Southern Sung and like Mao I, or rather his 

father Mao Sung; but the technique and silk mark it as a Yuan work. Very 
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important.” From a stylistic point of view it may thus be considered as a repre¬ 
sentative of the art of the Mao ^mily. In spile of its utter simplicity, it possesses 
character and. an atmosphere of pictorial life. 

In spite of all their individual features and specialities, the above-menttoned 
painters followed—each in his special field—the earlier Academy traditions and 
formed, so to say, supporting pillars for the new institution in Hang-chou. But they 
w'ere not the only members of the Academy; there were a number of other 
prominent men at the same time, whose artistic importance may have laeen equally 
great, though their works were of a more independent type, more detached firom 
the general current of stylistic evolution. They may, however, have contributed to 
prepare the way for the new stylistic ideals of the younger generation which became 
manifest towards the end of the twelfth century- Few works by them have survived, 
but as the hves of some of them are extensively recorded, they should not be 
entirely omitted. 

Chiang Ts'an, Kuan-tao, from Chekiang, was a sickly man who looked very 
thin and emaciated. His great passion was tea-drinking. His favourites among the 
old masters were Tung Yiian and Chti-jan, and he b said to have surpassed them 
by the spontaneous case and freedom of his bnish-w’ork. According to Teng Ch’un, 
Chii-jan learned the “hemp-fibre wrinkles” from Tung Yuan, and Chiang Ts‘an 
learned from ChU-jan the “wrinkles like nails picked firom the mud" {ni U pa ting 
ts^un). Wlien the Emperor Kao Tsung heard about this remarkable ardst, he was 
brought to the capital and lodged in the palace; but the strain of this official 
recognition seems to have been too much for the languid man: He died the night 
after his audience with the emperor—“truly a great fortune,** adds his biographer. 

Among his pictures are mentioned several important landscapes, such as 
Bubbling Wells among Strange Rocks^ A RiDer Scene., The Hundred Bulls^ and others, all 
painted in a fluent style with a light brush. The manner may be observed in a 
ian-painting m the Boston Museum, traditionally ascribed to the master and 
certainly a WTirk of the period. The motive is a Mountain Ravine in light mist 
with a man w'aUdng over a bridge. In the modelling of the mountain may be 
noticed some likeness with the mountain landscapes by Chii-jan, though the tone 
is still more hazy and the brush-v\x>rk b of a broader and softer kind. (PL 48,) 

Another picture ascribed to the master is the scroll in tlie Metropolitan Museum, 
which represents the motive of Chiang Ts‘an’s famous masterpiece: The Hundred 
Bulls. (PI. 49.) It is executed in a hght and fluent manner. The mobt atmosphere 
over the river-valley b successfully rendered with two or three tones of ink, pro¬ 
ducing a soft harmony with a silvery hue. The gra;£ing and frolicking animals arc 
represented with infinite variety; the artbt's light and elegant touch triumphs in 
these figures as well as in the suggestive rendering of the trees and reeds along the 
shore. The whole thing b alive and apparently a spontaneous creation, not a 
slavbh copy. But it can hardly be the same picture which b mentioned by Chang 
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Ch*ou, because, according to this authority, it had an autograph by the Emperor 
Kao Tsung and a dozen colophons by various collectors and connoisseurs, none 
of which correspond to the writings attached to the picture in New York,’ It may 
be a somewhat reduced edition of Chiang Ts'an’s &mous painting, which is said to 
have been compeUingly true and “of unsurpassable brush-work"^’, possibly executed 
by some close student of his if not by himself. 

A contemporary painter of a more impetuous temperament, who is reckoned 
among the pupils ol Li T*ang, was Hsiao Chao.® The encounter between teacher 
and pupil may not have been entirely agreeable to the former, because it happened 
in the wilderness of the T‘ai-hang mountains, where Hsiao Chao at the dme (after 
the fall of K‘ai-feng in 1126) lived as a robber—since other means of a liveli¬ 
hood were closed to the poor painter. One day he met there a man whom he 
robbed, but on searching the travelling bag, he found in It only brushes and 
colour powder. His surprise was great as the man revealed his identity as Li 
T‘ang, the great painter, of w'hose fame Hsiao Chao was w'eh aware. They made 
friends and went together southw'ard. Li T'ang, who 'was an old and well-trained 
master, found a ready pupil in the ex-robber and introduced him afterw'ards to the 
Academy in Hang-chou, where Hsiao Chao soon rose to the degree of a im chao. 

He became known particularly for his effective reprcsentadoTis of tempestuous 
landscapes, painted somew hat in die manner of Tung Yiian, though it is said that 
his **wrinkles** w'ere stronger; he used thicker Ink and a heavier brush. His 
pictures conveyed impressions of "the tumultuous rush of splashing waves, of 
accumulating clouds and whirling winds”. The foUovving story is told as an 
illustration of his mann er of working:'— 

A wonderful great hall—Ku-shan Liang-t'ang—had been erected on a mountain 
above the W'^est Lake. It rose rnagniheent with walls 30 feet high above a grove of 
plum-trees. Emperor Kao Tsung had announced hia visit to the new building die 
next day. The event was discussed by some courtiers, and one of them said: “The 
high visitor wall arrive but the walls are still white.” It was immediately decided tliat 
the imperial painter Hsiao Chao should be sent there to paint some landscapes. 
When Chao received the order, he asked to be given four gallons of wine. At 
sunset he went into the Ku liall; and then at every watch, when the drum was beaten, 
he drank one gallon, and each time a gallon was emptied, one wall was finished. Thus 
the painting was done, and when it was completed, Hsiao Chao was also finished and 
drunk. The emperor arrived, and as he walked round, he looked at the walls widi 
surprise and admiration. He was informed that the paintings were by Hsiao, and upon 
that he ordered that the painter should be rewarded with gold and sUk. 

H-siao’s pic tures possessed above all the quality of making the beholder feel as if he 
actually were on the famous mountains and rivers, and not simply looking at pictures. 

Hsiao Chao’s name has been attached to various pictures, but I do not know 
any that could be reasonably considered as an authentic work of his. His famous 
pictures of the Twehe Atispkious Omens at the beginning of Kao Tsung’s reign {in six 

^ Ch^ing^hu Shu llua Fang, voL U. ^-3-6. 

* Extensive rrtords about Hsiao CliLj are foiiud Lq Mtn Sang Tuan fiua Lu. 
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scrolls) have disappeared without a trace, and the same seems to be true of all the 
otJier paintings mentioned by the old biographers. A landscape scroll with his 
signature and the date 1134 in the collection of Mr. Fang-jo may reproduce a 
composition of his, but does not look like an original of the Sung period.^ One may, 
however, particularly note in this picture the linear stylization of the rushing water. 
A somewhat similar treatment of the >\'aier that pours out of a ravine may be seen 
in a small fan-,shaped picture in the Boston Museum. It is called A Waterfall 
among Pine-clad Rocks and was sometimes ascribed to Tung Yuan, but is now classified 
as probably later. (PI. 50.) This is, no doubt, correct, but the picture may still be 
of the Sung period. .\ definite attribution is not possible, as we have no safe point 
of departure, but Hsiao Chao may well have made such an impetuous waterfall. 
Among his recorded paintings may be noted a fan with Pines at a Gulley in the Clear 
Shade f a title which al^ could serve for the picture in Boston. Whoever painted it, 
the picture is an interesting example of the Iwlder type ol' monochrome landscape 
painting which Hsiao Chao in particular represented in Hang-chou. 

Yen Tz‘u-p‘ing is also counted among the followers of Li T‘ang, though he may 
have been too young to receive personal instruction fiom the old master. He was 
the third son of Yen Chung, one of the old members of Hui Tsung’s Academy who, 
like most of his colleagues, rC’CStablished himself in K*ai-fcng, together witii his 
three sons Tz‘u-an, Tz‘u-yu, and Tz‘u-p*ing, and earned a great reputation {and 
the Golden Girdle) through his pictures of water-buffaloes. The sons painted mostly 
similar motives—landscapes w’lth herding h nffhl rtes—and the best of the three was 
Tz‘Q-p‘mg. He entered the Academy in the Lung-hsing era {i 163-1164); became a 
few years later a thik hou (the degree below tai chao) and receiv^ed the Golden Girdle. 
One of his most important works, representing Momitains in Snow.vras signed and dated 
in correspondence with the year 1181. His brush- and ink-manner is said to have 
been very like Li T'ang’s, except in the "wrinkles of the stones and cliffs” ivhJch he 
made in a different way. 

This may also be observed in a large signed landscape by Yen Tz‘u-p‘ing in the 
Palace Museum in Peking, known under the title Ssu Tueh (The Four Pleasures or 
Contentments).^ The figures which illustrate such various occupations as fishing 
and t:A‘i»-playing are, however, quite small and almost lost in the huge scenery of 
mountains, trees, water, and pavilions, which Is composed in a fashion that no 
longer can be called quite traditional. (PL 51.) The overhanging mountain 
silhouette Is of a rather new type; the forms are not bulging but compressed, 
conveying the impression of dry parchment or leather. The very fine leafy trees 
in the foreground are painted more or less as in the works of Lt T‘ang with a soft 

^ Reproduced in the Taljfl Exhibititm pL A beautiful liitlc pictiirr irpraeiidag Smail 

Btrdi Ptft a liWw in Smw Is rrprDdutnl under ilsiao Chna^s oanic in CAimg-km Aiing Uhi, but it doci 
not give Uic impreKion of a work of ihe Sung pciiod. 

^ The picture u csc^uleil m iuk with iligbt colouritig^ and meastures 6 ft. s ul by 3 ft. 4 in. CX Aii 
Ktifig Shu Hm Chi^vaL 13. 
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and light brush. It may not be a work of the highest class, but it bears witness to 
remarkable skill and technical refinement. 

Another large work by Yen Tz'tt-p'ing is the Landscape with Water ^buffaloes In 
Viscount Akimoto^s collection, w'hich both by its motive and design shows a close 
dependence on Li T*ang, Here are no mountains, only a low river bank with some 
old trees, placed at one side of the picture, as becomes the fashion in the South 
Sung period. The buffalo cow is sleeping with its head on the calf, while the 
shepherds arc amusing themselves under the trees—a bucolic scene that still may 
be seen in the country around the lower Yang-tzu river,^ 

Another w'cll-rccorded landscape painter ivho may be mentioned here, as a 
picture with his signature is preserved in Boston, is Chu Jui. He was a native of 
Hopei (Chihli), but worked at the Academy, where he became a tei chm before the 
end of the Shao-hsmg period (i 131—1162) and was also granted the Golden Girdle.* 
TTie Emperor Ning Tsung’s mother is said to have >vriltcn poems on some of his 
pictures. Chu Jui seems to have retained a preference for the scenery of the 
northern province from where he came. He painted snow landscapes, IhtnUts in 
Snow-f Travelling by MuU Carts^ Feeding llarsts in tin SnaiL\ and so on. Tung Ch*i- 
ch^ang said about one of his pictures, representing A Visit to the Tat Mountains^ that 
it was so good that even Li T^ang could not dream of making anything equal to it. 

The picture in Boston represents Bullock Carts Travelling over a Mountain Path. 
(PI. 52.) The signature does not seem to be contemporary with the picture, but this 
is evidently of the epoch and corresponds well with what we are told about the 
master’s art. It k no longer in the best state of preservation, but what remains is 
interesting, and convincing also fit>m an illustrative point of view. The big carts, 
drawn by bullocks and mul^ up the steep mountain road, are exactly die same as 
may still be seen in the northern provinces, and the scene by the inn, where the 
tran.spo!ts are resting, contains vivid reflections of Chinese countr)' life. The 
mountains may also have been su^csted by natural scenery, although freely 
treated and arranged to suit the steep and narrow design. The execution is old- 
fashioned and very refined, particularly in the trees and the figures, but the 
mountains arc painted with a somewhat softer and broader bnish. The worn 
condition of the painting should not prevent us from recognbibg its great artistic 
qualities. 

( 3) The Ma-Hsia School of Landscape Painting 

The new ideals of monochrome landscape painting, which more than any other 
form of painting have made the art of the Southern Sung period known and 
admired in the Western world and in Japan, became manifest during the last 
quarter of the tw'elfth century. Their greatest prot^onists were Ma Yiian and 
Hsia Kuei who, each in his way, gave the final formulation to these gradually 

' Reproduced in cdoitr in AVUct or. 200. * Gf. jVan Stmg TOw Hue lu 
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growing ideals of style. They created a type of landscape painting which, in spile 
of much opposition, held its own not only in the Sung but also in the Ming period, 
though there was no later painter equal to these in strength of brush-work and 
quality of design. 

It is, howev^er, a curious fact that their traditional recognition in China is not 
as great as their appreciation in Japan and elsewhere. The most influential art- 
critics of the Ming period placed them in the so-called Northern School in contra¬ 
distinction to the painters of the Southern School, whom they considered as superior 
artists and precursors of the JVht Jen hua, the Literary Men’s painting, which was 
then the ideal of the scholars and wrlten. This retrospective classification, which 
was mainly a repercussion of later artistic movements, implied a certain amount of 
depreciation of the painters who were not placed in the Southern School. Their 
activities were not so extensively recorded and their w'orks not so ardently collected 
as those of certain other palmers, and it became easy for Japanese artists and 
collectors, who at that time had recognized the greatness of Ma Yiian’s and Hsia 
Kuei’s art, to obtain many of their best works. It thus happens that to-day we find 
more paintings attributed to Ma Yiian, Hsia Kuei, and their closest followers, in 
Japanese and American collections than in China, and that the literar}^ records 
about these masters are not as abundant as those concerning many minor men, 

Ma Yiian was the most perfect product of a family of painters which had been 
active during several generations. The earliest fully recorded representative of this 
family w-as Ma Fen (whose art was discussed in the preceding chapter); his 
ancestors are said to liavc been painters of Buddhist subjects, but he was probably 
the first of the Ma who excelled in monochrome ink-painting and sought his motives 
in nature. His son was Ma Hsing-tzu, who followed in the footsteps of the father, 
specializing likewise in birds and animals. He reached the degree of ini chao in Kao 
Tsung’s Academy, and is said to have been much esteemed by the emperor, who 
consulted him on the pictures which were acquired for the imperial collection. But, 
as far as 1 know, none of his works liave survived. 

Ma Hsing-tzu had two sons, Ma Kung-hsien and Ma Shih-jung, who both 
became tai chao in the Academy and received the distinction of the Golden Girdle, 
llicy painted flowers, birds, figures, and landscapes, preferably in monochrome ink, 
and were active about the middle of the twelfth century (up to i i6o or a little later). 
The style of Ma Kung-hsien may still be observed in a w'ell-known picture 
belonging to Nanzenji in Kyoto, which bears his signature. It represents the 
Discussjon hetimen the Hemzt Tiiek Shan and tki Philasopker Li Ao (of the T’ang period), 
but its main artistic motive is a taU pine-tree, growing along the side of the composi¬ 
tion and stretching its jerky branches right across it. (PJ. 53.) The design is of the 
same type as may be seen in many of Ma Yiian’s pictures, though emptier, more 
matter-of-fact and without their power of poetic suggestion. 

Ma Shih-jung’s paintinp have not survived, and he is thus mainly known as the 
father of the two great painters Ma K‘uei and Ma Yiian, who represented the 
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fourth generation of the Ma family, while the fifth and last generation was 
represented by Ma Yiian’s son Ma Lin. 

The tv\’o brothers must have been closely associated as painters; they were both 
bom about the middle of the twelfth century, and continued their activity until 
about 1224. Ma K‘uei was the older but less ^ted of the two; the paintings which 
are ascribed to him are mostly diluted editions of the brother's works; yet, there arc 
one or two very remarkable things among them, landscapes of deep poetic inspira* 
tion, though we are told that Ma K.‘uei reached his great^l fame as a painter of 
birds. The best known specimens are all in Japan, brought over as early as the 
fourteenth and fiftcentii centuries (like those of Ma Yiian), for instance, the two tall 
compositions of Pine-trees and Rocks in Count Tokugawa’s collection [Kokka^ 196) and 
Un Ho-ching admiring tke Plnm-blassoms in Baron Iwasaki’s collection [ T^’o, \iii, 
pi. 40), and furthermore, the landscape in Chishakuin at Daltokuji in Kj’Oto 
{Kokka, 236), which, however, looks Ukc a later creation in the manner of Hsia 
Kuei. The most intimate and suggestive of all the pictures ascribed to Ma K*uci 
is the fan-shaped painting, belonging to Mr, Magoshi Kyohei in Tokyo, repre¬ 
senting Two Men in a Boat on an Gening Lake} It is one of those exquisitely simple 
compositions where the painter with the greatest economy of means has suggested 
something beyond definition—a reflection of infinity, an echo of the deep harmony 
between man and nature which only true poetry, in words or of painting, 

may convey. There b little to be described or analysed in a picture like this: a 
projecting stone, a few reeds, a boat with two men, and the faint silhouette of 
mountain tops in the misty background. It consbts mostly of the empty silk ground, 
but it is nevertheless full of significance, an unfathomable source of peace and 
beauty. {PL 54,) If Ma K*uei actually painted this, as claimed by tradition, he 
must have been a poet hardly inferior to hb more famous brother. 

Ma Yiian, hao^ Ch‘iii-shan, became a iai ckao in the Academy during the reign 
of the Emperor KuangTsung (1190-1194), and stood in great favour at court in the 
time of the Emperor Ning Tsung, who conferred on him as well as on his brother 
the Golden Girdle. The emperor’s sbter-in-law, who, like the emperor liimseif, was 
a prominent calligraphisi, was particularly fond of Ma Y'dan’s pictures, and used to 
to provide them with poetic inscriptions. He was still active in the reign of the 
Emperor LI Tsung (1225-1264), when he executed a picture of the Tiiree Reli^om, 
but it seems probable that he died before the middle of the century. His artistic 
education was, no doubt, a matter of family tradition, but he b sard lo have 
followed Li T^ang most closely. 

The old historians are all unanimous in praising the strength of his brush-work 
and in characterizing hb designs as angular and unilateral, or what they call 
“side-homed”.“ One of them writes:— 

‘ Reproduted: Tijjm, viii, pj, 41. CiUalogae of To^o Exhib. pi. gi.aod elsewhere. 

* The biographical notes n Ma Yoan are collected In ^Van Sung Yuan Hm lu, but some additional 
dcMniptioiu of his works are fbutid in CfeiBg-ho Sht tlva Fang. 
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brush-manner was severe and regular (i.c. firm). He used burnt ink in 
painting trees and rocks. The branches and leaves he painted wth a compressed 
(sque^d) brush; the rocks he made sharp and angular with wrinkles like the scares 
of a big axe, using diluted ink for these parts. Compile views by Iiim are not common; 
in his small pictures the tops of the high mountains are not visible and the sleep cliffe 
reach right down, so that their bases are not seen. The near mountains touch the sky, 
but the distant mountains are low. He painted the single boat with a lonely man 
rowing on the moon-lit sea. Such were his (unilateral) * side-homed ’ sceneries." 

The same characterization is repeated with slight variations by other chroniclers, 
but in addition to this some of them also oder remarks about liis ligures, buildings, 
and trees: — 

“Ma Yiian painted his figures dignified and reposeful. For buildings he used a 
foot-measure, paindng them with colour very fine and clear.” 

Or:— 

“ Ma Yuan’s trees were always shmting obliquely or crooked and tortuous; 
gardeners who make tre« grow' in such a way are still called Ma Yuan.” 

Or;— 

” Ma YQan made his pine-trees very tall and strong like iron. Sometimes he painted 
them with a stump brush; they have an old spirit and are very beautiful and elegant.” 

Several Important pictures illustrative of the above-mentioned features are 
described by the old critics, but it seems hardly necessary for us to dwell on those 
which have not been identified; we may at once turn to the works by Ma Yuan 
which can still he seen. Several of these pictures (in Peking and Boston] are 
provided with apparently authentic signatures; in other cases the attributions aie 
supported by historical tradition, which may be followed at least to the fourteenth 
century (as In the case of some fine pictures m Japan), and it must be admitted that 
they all bear the imprint of an individual style which has always been considered 
characteristic of Ma Yiian. But as none of them is dated, it is hardly possible to 
reach a definite idea about the stylistic evolution within the work of the master. The 
simplest way to group them seems to be with regard to the character of the designs. 

The compositional arrangement which is mast common in Ma Yiian’s worla is 
the above-mentioned unilateral design, built up by steep cliffs and tall trees, which 
rise at the one side of the picture and project some sections or branches across the 
otherwise empty space. Famous examples of such designs are the large pictures in 
Count Tanaka’s and Marquis Kuroda's collections. The former represents a 
philosopher [accompanied by his servant) seated at a stone table under a huge pine, 
which grows along the side of the composition and sends out a branch diagonally 
across the narrow field,^ In the other, which is know'n as A Moon-lit the 

composition consists of an overhanging cliff, rising along the left side, from which 
a gnarled pine reaches out like a giant arm under the moon. (PL 55.) The old man 
who sits on the terrace turns slightly tow'ards the background gazing at the moon; 


^ Repmdared in AjitMa, Tajw, viii^ pL 45^ 

* RcpnixlQced in 160. viiit pL 44- viii, and elMrwhcn?, 
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a small circular orb which in its loneliness serves to accentuate the wide, empty 
space. In the opposite comer stands the little servant of the oM man. The figurc is 
here, as in so many of Ma Yuan’s pictures, the epitome of the whde motive, 
representing, as it were, the mind of the painter &om which the vision is reflected. 
It gives an introspective touch to the whole representation, and the picture seems 
to gain a significance which reaches beyond that of the decorative design and the 
tonal values. The artist suggests infinity not only by utilizing empty space as a 
most potent factor in the composition, but also as a reflection in the soul of man. 
The two elements of the conception—man and nature—are completely fused into 
a harmonious unity. 

Similar desigfns may be observed in two minor picture in the Palace Museum in 
Peking. The one represents some white egrets on the shore under an overhanging 
cliff from which a tortuous tree is growing out in horizontal curv'es.^ The contour 
of a steep cliff gives relief to the background, but its top is cut oflf. A light cover of 
white snow' accentuates the contrast of the bold ink-lines. The very effective picture 
is provided with Ma Yuan^s signature. 

Tlie other picture is a horizontal competition.® Two large pines arc growing on 
the terrace, bending diagonally and spreading their angular branches far over the 
empty space beyond. At the opposite end of the picture rises a straight vertical 
rock; the middle section between these lofty side-wings is quite blank—bare silk— 
something undefined and unlimited. The two men on the terrace are looking out 
into the great space, as if they were seeking to realize their indissoluble unity with 
infinity. The picture is not signed, but provided with an old label W'lth Ma Yiian’s 
name and seems very characteristic of hb style. 

Somewhat similar to this, though not so strong and convincing in the brush- 
work, is the small picture belonging to Mr. Magoshi Kyohei,® It represents a man 
standing on a mountain terrace under a large pine which sends its strong zig-zag 
branches beyond the edge of the terrace. The motive returns in a somewhat 
simplified form in a picture in private possession in China, in w'hich the man is 
showTi seated on a cLlfl under a pine-branch,* In the Boston Museum there are 
two fan-shaped pictures which again repeat the motive with certain variations.^ 
In the more important of these two pictures which bears Ma Yuan’s signature, the 
human motive is doubled; The sage under the branch of the far-spreading old plum- 
tree receives a visitor; but no words are spoken. The two men remain reverently 
at some distance fi'om each other, seated in contemplation, listening to the silent 
message of die plum-blossoms. 

Among the more centralized or “complete” landscape compositions by Ma 
Yiian should be mentioned the large picture in Baron Iwasaki^s collection, where 

* Reproduced in Aij Kmg Shu Hm CW, voL on ailic; size: J ft. 7 id. by 1 fL 1 in. 

^ Reproduced in JTji vqI, vij op paper; size: s ft. 4 m. by 3 ft. 9 in. 

^ Reproduced in 147. viii* pl^ 46. 

^ A poor reproduedoD of the picture in Chung-kua Ming Had Oii 

® Chimsi Paintings in Amrtam pb. 43^ 90. 
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the Steep towering mountains fill the niiddie part of the background and a cluster 
of leafy trees growing at the clifis forms the central motive of the foreground.’ The 
wind is shaking the trees which bend over the promontory where a boat is moored j 
a man with a large paper-umbrella is hastening along the mountain path towards 
houses, which fie haJf-hidden in the mist at the foot of a precipice. The design is 
centralized, but towards the right side it floats out into the misty space where all 
forms disappear. 

A sdll more definitely centralized design b the large picture in the Palace 
Museum which represents a Mouniain and Tall Piim in Snow, (Pi. 56.) The whole 
background consbts of precipitous mountains, which raise their sharply silhouetted 
white peaks tlirough the heavy mist, reaching the upper edge of the picture, where 
some of them are cut off. At their base, on the terrace, are some very fine pavilions 
(executed most carefully with ruler and foot-measure), partly hidden by the leafy 
maples, while the two pines rise far above them, vying with the mountains in 
height. Their trunks are immensely tall and slender, winding “like bent iron”, and 
their characteristically angular and jerky branches form an intricate criss-cross 
pattern in front of the white mist and mountains. The daring exaggerations in the 
design, the spirited virtuosity of the brush-work, the striking contrasts of black and 
w-hite (with some addition of colour) make it a most impressive example of the 
Ma landscape style. It has evidently always been a picture of great fame; it is 
fully signed, provided with five imperial seds and recorded in Shih Ck‘U Pao CAi,* 
though it can hardly be regarded as one of the moat convincing or satbfying 
pictures that bear the name of Ma Yuan.® 

More appealing than such braima pieces arc, however, some of Ma Yiian^s 
smaller pictures in which nothing of the inspiring mood or vision b sacrificed to the 
decorative design. There b the Early Spring Lmidscape with the bare willows in 
the Boston Museum (also signed) {PI. 57}: A mountain range in the back¬ 
ground; at its foot a village hidden in the mbt. A stretch of water spanned by a 
bridge, and closest to the foreground two old vriUows with slender plumy branches 
quivering like tendrib. The atmosphere b suggested by gradations of lone. There is 
a breath of morning wind touching the tops of the willow's; the mist is slowly 
dbsolving—otherwise no movement, no sound. The spring b still hesitating. 

In some other of these small pictures the mood of nature is concentrated in a 
human figure, as for instance, the Old Fbherman who Las fallen asleep in his boat 
among the reeds, which bend over him protcctingly—a famous picture in the 
Palace Museum, provided with eight imperial scab and a poem by the Emperor 
Ch'ien Lung'*; or the Lady Ling-chao® who is standing shivering in the cold—a most 

^ Rrproducerd in 334. viii, pJ. TmhmmM JcJ, and ebewhert. 

* Cf- A'tf Kiijtg, vdI, viii; on p^per; iuzc: 7 fL 9 in. by 3 ft t in. 

* Mfl Yuan"* four pictura, rtrpfcscntiDg tbe Four Seasoiw* in Ck^unl Sakat'i Cdllo:;tion may nlstj be 
mentioned in this group. 

* Reproduced in Ku Ktmg, voL ati; on paper; lisc: t ft. 1 in* by 9 in* 

* A Buddhist mysdc of the T'ang pcr^. 
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appealing figure on an album leaf in Boston. (PI. 58.) The atmosphere is grej, the 
river-bank covered with snow; the willow branches are bare, and the few lcav« 
which still remain on the shrubs are cnmipling. As she stands there, quite isolated 
in the bleak surroundings, she makes us realize that the outward world exists only 
for the experience of the soul. 

But the last word of sesthetic economy, atmosphere, and silence was given by 
Ma Yiian in the famous picture representing An An^Ur on a Wintrj Lakit now in the 
coUection of Baron MiLsui.’ {P!. 59,) The flat-bottomed sampan is just large 
enough to carry the man who sits in its stem, bent over the angling rod. Some faint 
wavy lines along its side indicate the w'atcr. That Is all. The rest of the picture is 
emptiness—a silent grey tone as of the evening mist. Motives like this may still be 
obser\Td on the West Lake in Hang-chou; but seldom, if ever, did an arlbl ^asp 
so much of their significance in so few strokes of the brush. Nc%'cr was emptiness 
made more eloquent, or silence more palpable in a picture. 

In addition to the landscapes with figures there arc also among Ma Yiian’s 
works examples of real boundary-painting representing terraces and pavilions 
mostly seen from above and carefully delineated in every detail, so that they almost 
might serve as models for architects, A Feast oj Umtems in the Palace Museum in 
Peking should be remembered in this connection, and also the album leaf in the 
Boston Museum, which represents a series of terraces or balustraded platforms 
rising in successive steps to form a vanUge point, from where tlie surrounding 
mountains may be admired. The whole thing is lifted high up in the air; it is as if 
the painter would carry us to the edge of the sky or the borderland of infinity. 
(PL 60.] 

No attempts to describe Ma Yuan’s pictures will do justice to them. They 
reflect ideas that reverberate beyond forms and dissolve into space. There may 
have been greater painters in China, but no one who with a few strokes of the brush 
transformed more completely shapes of nature into symbols of unseen rcalit)'. 

It is evident that Ma Yiian’s very striking mode of composition and his decisive 
brush-manner induced many later painters, not only in his own time but also of tlic 
Yuan and Ming periods, to imitations. There are many well-knov^ n pictures passmg 
under the master’s name which belong to this class, for Instance: Tm Dhyaaa 
Priests standing under the branch of a pine-tree in the Teniyaiji (temple) in Kyoto 
(A"oJtAa, 123); the landscape with a man in a boat, belonging to Marquis Kuroda 
[Shimbi Taikwan, xx); a minor landscape in the Ryukoin (temple) in Kyoto, and 
others. The master’s name has always been one of the most admired and coveted in 
Japan. A somewhat later imitation after Ma Yuan is the famous scroll in the 
Freer Gallery, formerly considered one of his great masterpieces, but now classified 
as a work of the Ming period.® The composition is grand and poetic, quite in the 

^ Reproduced in K^^ke.^ aj. viii, pi. 46. Shunbi T€.ikwim^ Kiiii aiud elsewhere. AnutiicT picture 

probably by ihc masler k wilh In Lhc collection of Marejuia Asauo at Hmjahima. K&kk^ 597. 

• C£ CAuBjf Pmntingi in Armrk^ CnUcction, pis. 134-6, and BLnyon^ Ma lllkn'i Landki^api R0II In die 
Freer CkillECtiOii. New York* privately printed, 1916. 
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raastcr’s vein, but the poetr)^ that belongs to the conception is destroyed by skilful 
phraseology, a fault that spoils too many of the so-called Ma Yuans executed in the 
fifteenth and sixteenth centuries* 

More artistic interest is offered by the works of Ma Yiian’s son JVla Lin, who also 
became a prominent member of the Academy and reached the degree of ckik hou 
(below tm chao). He was evidently a very able painter, and we arc told that the 
father employed him extensively as a collaborator. But he did not possess the great 
creative spirit of the father, and he seems to have reverted in part to the earlier 
family tradition of flower- and bird-painting. Very beautiful examples ofMa Lin's 
faculty in this respect are tw'O pictures in the Palace Museum in Peking, repre¬ 
senting respectively Two Bramhsofa Blossoming Plrnn-tree and Q^ils under a Tree in 
Snow^^ two sensitive interpretations of these often-repeated motives, particularly 
the former, w hich consists simply of two very slender branches shooting in from the 
edge on an otherwise empty background of white silk. Truly, a lyric poem in a few 
strokes of the brush. 

The same sensitiveness may be observed in Ma Lin’s famous Evening Landscape 
in Mr. Nezu's collection, which is provided with an imperial autograph and a seal 
of the year I 254 .' It is a transparently light and sketchy picture, in which the cliffi 
at the shore emerge only in part from the dense mist, and the swallows which 
circle over the water cany the imagination far mto the limitless expanse. (PI. 62.) 
Somew'hat more like his father’s compositions is the album leaf in tlie Boston 
Museum representing A Rocky Beach and some large trees (maples ?) on the pro¬ 
montory^ which are dipping their leaves in the water, (PL 61*} The design is 
unilaterzd, tike so many of Ma Yiian’s, hut not so strong or concentrated in a 
decorative sense. Ma Lin’s larger pictures become easily too crowded and detailed; 
he does not possess the power by which everything is brought do^v■n within the lines 
of a great decorative conception, but the details and minor motives arc often very 
beautiful. His High Terraced Mountains with Travellers in tbe Palace Museum in 
Peking is quite important of Its kind, though far more traditional and Qnicky dian 
any of Ma Yiian’s mountain scenery.** More poetic and suggestive of definite moods 
of nature arc the two landscapes, Simmer and Winter, in Baron I wasaki’s collection, 
which probably formed part of a series representing the four seasons. 

Like his father Ma Lin was also skilled in boundary-painting, done with ruler and 
foot-measure. An example of this is the picture in the Mus^ Guimet representing 
the Terrace of the Immortab vAsich b provided with Ma Lin’s signature, but executed 
in a rather heavy style which clearly marks it as a copy. The design illustrates, 
however, a particular side of his artistic activity, 

Ma Lin, Just as well as Ma Yuan,w'as not exclusively a landscape painter; both 

^ Reproduced m A'u Mi>*g Mua Chi, vol, xJ, pU. 1 and 3. 

^ Reproduced in Gumpo Stigtvm, 2, and In Sogm Magma Sku, pi. 23. 

* Reproduced in JTu Kmtg hfiitg ffm Chi, vol. viii, ailk; uxe: 4 R. 6 in- by r It, g in., metitioned in Shih 
Ch'il Pao ChL 
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painted legendary figures and Taoist and Buddhist subjects besides their land¬ 
scapes, but while none of those which are ascribed to the elder Ma can be accepted 
as his own w'ork, there are some interesting figure paintings, which may be originals 
by Ma Lin.* The>’ indicate that Ma Lin must have stood in dose contact with the 
school of Ch^an (Dhyana) painters, which about the middle of the thirteenth 
century had become the most important ardstic movement in Hang-chou. 

Hsia Kuei, isji, Yii-yu, from Ch‘ien-t‘ang (Chekiang), was practically con¬ 
temporary with Ma Yuan, his competitor in the Academy. The t\vo men followed 
the same ideals of style; Hsia Kuei may have been the greater painter, the stronger 
man of the brush, but he was hardly superior to Ma Yiian as a poet. No exact dates 
as to his life and work have been transmitted, except that he worked during the 
Emperor Ning Tsung’s reign (i 195-1224), It was probably quite at the beginaing 
of this period that he became a iai ehaa and received the Golden Girdle. He is said 
to have followed in the footsteps of Li T^ang, who was generally considered the best 
model, but he also studied the earlier landscape painters: Fan K'uan for snow- 
scenes, Wang Hsia, Tung Yiian, and Mi Fei for their superior brush-work, and he 
gradually reached the highest perfection in the handling of the brush and ink. 

The characteriaations of his works ofiered by the old critics are fairly uniform; 
they all insist on the strong pictorial qualities of his works, his way of using the ink 
in a colouristic fashion:— 

‘T-Isia Kuei piiinted figures and landscapes Viith fermented ink, beautifully as if 
they were coloured. HLs hrush-inanner exhibited great skill and fiis ink was applied in 
drops.” 

Or:— 

“Hsia Kuei painted the tops of the trees with a Compressed (squeezed) brush and 
ga\'c them dry buds. The branches and leaves of the trees he tnade likewise ivith the 
compressed brush, but the faces and eyes of the figures he pul in with dots; the folds of 
the garments and the twigs of the wUlows were often done in a broken and sketchy 
fashion. He did not use ruler and foot-measure for the high buildings and pavilions, 
but drew them with a free hand. His brush-work was very fine and close, startling 
and impetuous; he possessed great spirit-harmony {ch'i jrwn). Therefore he became 
one of the most famous men of the age.” 

Another critic writes:— 

*‘T]ic designs and wrinkles of Hsia Kuet’s landscapes were like those of Ma Yuan's 
works, but his conceptions were of a more ancient tdnd, very simple and clear. He 
often used a stump brush, but the trees and leaves he painted with a compressed 
brush, the buildings without any foot-measure.” etc.^ 

In some of the colophons on Hsia Kuei's pictures written by later men,* it 1$ 
empha.sized that the painter laid on his ink in heavy drops, like starting rain, and 

* Among his religious pictures may be mentioned: The Sodhisaiteo S/umntabhaiba in MyostunJJ, Kyoto. 
A landseape tcith Ch'an Priesti in the former A^boshl coUecrion. TJtt Ttmtit Patmrehs, Hsm Shan and Shih Th[ 
in the collection of Mr. Suenobu, an Inlc-paiDlmg in pure Ch'au-style. 

* Shatt Shu: Chia Fa quoted b Nan Sur:g Tuaa Jim Lti. 

* fCe Fn Too Lim quoted in Jfim Snag TSan lim Im. 

* Quoted in the last-named book in CPing-ho Shu Hua Fang. 
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that the efTect of his ink-work was deep and brilliant like colour. In fact, he was 
regarded as the greatest master of the age in this respect, 

Hsia Kuei*s earliest works are said to have been, figure-paintings, but none of 
them has survived j we have only landscapes by him, and they arc of a fairly uniform 
style, though more or Jess impetuous or impressionistic in brush-work. It seems 
most probable that this quality developed more strongly with the years as the spirit 
and the art of the master matured. The works in which it is less apparent may be 
relatively earlier. Foremost among them should be mentioned the great landscape 
in the Palace Museum, which is known as Looking for Flum Blossoms ^ (PI, 63,) An 
old scholar, accompanied by a servant who carries his cA';h, winders about in the 
mountains, where the snow still covers the ground, seeking for the earliest 
messengers of the spring. He arrives at the bank of a turbulent stream, and here is 
an old tree just beginning to shoo't fresh buds. The servant points excitedly to the 
tree, and the old man stands in silent adoration. The mountains in the background 
are steep and sharp; their toj^ partly cut off at the upper edge, and far away in the 
gorge la the traditional temple. The design, particularly of the mountains and the 
old tree, is closely related to certain compositions by Ma Viian, but the brush-work 
is somewhat bolder with stronger accents and a richer scale of tonal values than is 
common in Ma Yiian’s paintings. 

The same motive returns in a large picture in the collection of Count Akimoto 
in Tokyo.* The old man is here walking, followed by his servant with the rAVji, 
along the tempestuous river, over which the maple-trees are bending. The 
atmosphere is misty, and only the upper part of the steep mountains become visible 
on the right side. The brush-work is looser and more sketchy than in the previous 
example. (The picture may not be as early as the attribution indicates.) A finer 
example of this type of composition with a high mountain rising above the mist on 
the one side, trees at the foot of the mountain and a stretch of open water on the 
other side, is the large picture in the Boston Museum, which receives its name from 
the fishing-nets staked on the bank of the river. It is a very* beautiful composition, 
grand, and yet with a tone of intimacy, but whether it is actually Hsia Kuei’s work, 
as claimed by tradition, is difiicult to tell.* 

In order to realize the full strength and beauty of Hsia Kuei’s brush-work we 
must turn to such famous pictures by the master as the Ch'^ang Chiang Wan Li Fa 
(The River of Ten Thousand /i] in the Palace Museum, or the almost equally 
important landscape scroll in the National Museum in Peking. The former is 
34 ft. 8 in. long; the latter nearly 28 ft.; they are both painted on paper with pure 
ink and authenticated by seals and inscriptions, Chang Ch'ou says about The 
River of Ten Thousand /f, that it is “a pure and bright work of brilliant style”, a 
verdict well supported by the portion of the scroll reproduced in Ku Kung (vol, viii). 

* Rq3DDduct?d la Ku Airig-jf, vol. idv\ on fttlk; s\2c: 5 ft. 5 ui, by 3 ft. 3 in. Mentioned m Shih Ch*ii JTiju Chi. 

Five ImperiaJ but no dgnatutr. 

* Reproduced in the Cafalagas qf the ExhihidoHj 1928^ pi. 

* Chin£S£ Paintijtgs in American Coiltciwn^ pL 54. 
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This section represents the upper parts of some pavilions rising above the tree tops, 
dravTO with a firm and swift brush which reflects the impetuous temperament of the 


The picture in the National Museum, of which w^c offer a series of illustrations, 
is hardly inferior, {Pis. 64, 65, 66,) It fonns a continuous diorama of a nver- and 
mountain-scenery where the changing motives merge into another as do the vanous 
parts of a musical composition. The atmosphere is like the ocean of tone from 
which the \vaves of melody arise to sink again harmoniously resolved; Rocky shores, 
mountains with pine-fortsts, overhanging trees,small huts shaded by sl^bs, bambw 
bridges connecting some promontories, and water, sometimes narrowing into straits 
or forming deep bays, sometimes broadening into a shoreless sea where distant sails 
are lost in the mist. All is rendered in tones of black ink, which glows in the deep 
shadows and becomes almost transparent in the light parts. The brush-strokes are 
sometimes short and cutting; sometimes like dashes of ink, modifi^ according to 
the motives, but always reflecting the firm hand and the Inspired mind. The result 
is an astonishingly rich and expressive symphony of black and white, where the 
motives appear and disappear again, suggesting the immeasurable expanse and the 
ceaseless change of nature. The particular advantages of the horizontal scroll 
composition have here been fully utilized j the picture may, indeed, be remembered 
as one of the most perfect examples of this type of Chinese paintmg. 

It should also be noted that in most of Hsia Kuci^s pictures the horizon is placed 


lower tlian m compositions by earlier landscape painters, a modification which makes 
them more like liuropean landscapes. In fact, there are bits in some pictures by 
Hsia Kuei which may remind one of drawings by Rembrandt. Yet, they have no 
consistently maintained point of sight, no perspective construction. Like all the 
other Chinese landscapes which we have studied, they arc made up of 
impressionistically conceived parts w’hich are blended by atmospheric tone into a 
unity. The rocks and trees of the foreground form one motive, and the faintly 
indicated silhouettes of the mountains in the background another; between them 
the mist spreads its thick veil concealing all tliat might serve as a measure of 
distance. 7110 sense of infinity is the dominant quality also in his worb, even 
though the artist, more than his predecesson, dwells upon the visual beauty of 
objects in the foreground. From a purely pictorial point of view Hsia Kuei’s worb 
may be counted among the very best Chinese paintings that have survived, though 
the relative monotony of the motives and ideas is perhaps more apparent in his 
case than in regard to some of the other great landscape painters. 

Among minor pictures which bear the imprint of the masters brush may be 
mentioned the fan-shaped painting in the Boston Museum, which represents A 
Wind-swept Tree on a Roc!^ Ledge and a returning boat on the water.' Mountain 
silliouettes appear in the distance. Although somewhat worn, the picture is alive 


86 


* CMrtise Pcmtmgs in Ameriim pL 14. 


A IirSTOBV OF EARLY CHINESE PAINTING 


in every hrush-stroke and very efiectjve in the modulations of the ink-tones. The 
trees and rocks seem to be wet by rain' the atmosphere saturated with moisture. 
TTie tonal quality of the picture is rich and deep, depending on the contrasts 
between the mxujses of dark ink and the open spaces of luminous mhi. 

Several of his minor paintings represent leafy trees on rocky ledges or prom- 
oniories which sink into a contourless sea, while sharp mountain silhouettes 
appear above the mist in the background, as may be seen in the famous examples 
in Baron Iwasaki’s and Marquis Kuroda’s collections {Top, vih, pis. 56, 57), and 
the same motive returns also frequently in his scroll compositions, of which 
important fragments may be seen in the collections of Marquis Asano (AhMa, 394.) 
and Mr. Geijo Masao In Tokyo [Toyo, viii, pi. 60). 

'Fhe finest example of this type among the pictures ascribed to Hsia Kuci is, 
however, the somewhat larger hanging scroll in the Kawasaki collection in Kobe 
( Toyo, viii, pi. 55), in which a violent rain-storm is rendered by a few decisive strokes 
of the brush, reflecting the vehemence and fury of the weather, {Pi, 67,) The trees 
are pressed down by the wind over the thatched roof of the pavilion hi the mountain 
gorge, their branches are tom and their leaves are shattered as snosyflakeii in the 
wind. A man with a large umbrella is struggling against the storm on the pole- 
bridge that leads over the stream; another is crouching in the pavilion. The back¬ 
ground is mist, except for the ridge of a high mountain on w'hich some small trees 
are wafting like feathers in the storm. And all this seems to be painted almost with 
the speed and strength of the hurricane. 

The picture is not very far removed from certain works by the Ch^an-painters 
who already at this time had developed their highly cxpressionistic ink-style. 

The style of Ma Yiian and Hsia Kuei was reflected in the works of several 
contemporary or slightly younger artists whose names are less well known, but who 
nevertheless have left us some pure and noble paintings. One or two of them may 
be recorded here w'ith a few words which may abo serve to give some idea of the 
general level of landscape painting in Hang-chou. In the Freer Gallery' there is a 
very' beautiful mountain landscape with a scholar^ abode at the water’s edge in the 
foreground. It is signed by Hsii Shih-ch*ang, a painter who is scantily recorded for 
his flower- and bird-paintings in the Chinese chronicles. The landscape shows him 
as a very successful painter in the Ma-Hsia style, more important than, for instance, 
Ma Lin, The design is not so concentrated and perfectly unified as in the great 
works of Ma Yuan or Hsia Kuei, but it is w'cU balanced, and contains elements of 
great beauty. (PI. 68.) And, as 1 have said elsew'hcre, there are few' landscapes 
which give a clearer and more convincing impression of the actual brush-work of a 
great painter of the Southern Sung period tlian this remarkably well-preserved 
picture by Hsii Shih-ch'ang. 

Another painter of considerable importance was Lou Kuan. He Is sometimes 
mentioned as a rival of Ma Yiian, though his style seems decidedly more old- 
fashioned. An interesting mountain landscape, probably by the master, is in the 
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National Museum in Stockholm.^ It is executed with a very firm and strong brush, 
and the design of the piled up mountaiiis is boldly imaginative, but it lacks the 
de<x»rative beauty and poetic suggestiveness of Ma Yiian’a works. 


(4) Figure (md Landscape Faintm in Ilatig'ckou and Yeji-cking 

The artistic activity at the Academy in Hang-chou during the reigns of the 
Emperors Ning Tsung and Li Tsung was by no means controlled exclusively by the 
Ma-Hsla school of landscape painters. There w'as a host of other highly skilled 
artists who painted figures as well as landscapes and miscellaneous subjects, 
connected with the Academy. Several of them rose to the degree of iai chaoy and a 
few were also honoured with the Golden Girdle. Their lives are extensively 
recorded, but comparatively few of their works have as yet been identified, 

A famous man who, according to Chinese appreciation, certainly should not 
be placed below Ma Yiian, was Liu Sung-nlen, also known as Uu Ch*ing-po- 
men, after the Ch*ing-po gale in Hang-chou, where he had his quarters, or as Liu 
An-men (Liu of the Dark gate). He was the pupil of Chang Tun-li, a less known 
figure-painter, but is said to have followed Chao Po-chii in particular. He became 
a tai ckao in the Shao-hsi era (1190-1194) and received the Golden Girdle fiom the 
Emperor Ning Tsung, who bad a great admiration for his art.* Most of his works 
seem to have been landscapes with large figures; the illustrative dement had often 
an important place in his pictures as in those of Chao Po-chu, He treated many of 
the classical subjects of Chinese art, as for instance: Ri£ng m a Bull oni 

of the Han-kuan Pass, The Meeting on the IHen Bridge, The Mne Old Mm on the HsiaRg 
Mountain, etc., and though they all contained landscape scenery, the figure-motives 
formed the essential part of the pictures. To this dass may also be counted iw'o of 
the scrolls catalogued as the works of Liu Sung-nien in the National Museum in 
Peking, i.c. Barbarian Chieftains presenting Tribute to the Chinese Court (possibly 
inspired by Yen Li-pen) and The Eighteen Immortals assembled in the Jade Hall on the 
Isles of the Blessed, but in spite of all the signatures, scab, and certificates with which 
these pictures are provided, they seemed to me more like late copies than like 
originals of the Sung period. The same applies also to the landscape scroll Won Ho 
Smg fhg fw (Ten Thousand Ravines and Wind-swept Pines) in the same museum, 
which is executed in a rather crude **cEmg lu paP’ maimer, evidently inspired by the 
^vorks of Chao Po-chu, 

More intimate and poetic conceptions are his pictures of lute players, known 

‘ Gf. Chimsr and J^antse Sadfituns and Pomtiftgs tn the Rational Musiiim, Stoekhalm, 1931, pt. 40. 

* According u> tradition, transmitted in the Hua Skih I/ui Tea (1631) and other boiis, Liu Sung-nien 
would have painted for Emperor Ning Trang a set of pictures inustradng Weaving and Agriculture, and it 
has been supposed that these were the orbuMiIa toe the iaiiioui set of stone engraviugi executed by otder of 
Emperor R‘ang Hsi, Professor PeUiot has, howe^^, shown that this suppoatkm lack shistorical foundation;. 
Cl. Airmmrfj coamiumt l*Asu OtientaU, i, 96 (1913). 
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throujjh early copies, as for instajice, the T'ing chHn /‘if (Listening to the fA‘/n), of 
which Mr. Ch‘en Pao-ch‘en in Peking possesses a good version, and; the picture in 
the Freer Galleryj which show^s the man with the diHn in a mountain pavilion 
saluting a hiend who comes to visit him, while two servants with a horse are 
W'aiting lower down on the pathway.^ Liu Sung-nien's dej>endeuce on the earlier 
masters is illustrated by his picture Lu Tmg Feng Ch^a {Lu Tung Drinking Tea) in 
the collection of Mr. Okada in Tokyo, which is a free version of a composition by 
Yen Li-pen.« 

But occasionally Liu Sung-nien accorded greater importance to the landscape 
than to the figures. This may be seen in the important picture by the master in the 
Palace Museum, which is called Ckitig P^ing /‘a, and represents some reconnoitring 
soldiers on horseback in a huge mountain landscape.* (PI, 69.) The soldiers are 
passing over tlte traditional bridge in the foreground and up the road that winds 
along the overhanging dills. In the foreground are some large trees, but the main 
part of the picture is filled by the piled-up mountains which are of the bulging 
cloud-like shapes that we know, for instance, from Kuo Hsi'^s works. The design 
as well as the details are quite traditional and old-fashioned, but the eficct is 
lofty, and the figures are remai'tably well harmonized with the forms of the 
landscape.* 

Some of Liu Sung-n ten’s small pictures are pure landscapes, and they have often 
a fine poetic tone. In the Palace Museum in Peking there is a fan-shaped painting 
of a pavilion at the water’s edge under old willows covered by snow,"* and in the 
Boston Museimi another fan with a summer landscape (PI. 70); A rocky prom¬ 
ontory with old maples around a pavilion m the foreground; wide expanse of 
water dissolving into the mist, and on the opposite side, some projecting rocks with 
leafy trees and bamboos bending in the wind. Liu Sung-nien was also something 
of a poet when he painted these simple views of the rivers and hilb around Hang¬ 
chou without adding any anecdotical stories. 

Among contemporary paintcis of some importance who reached the iai ckao 
degree in the Academy should be remembered Ch'en Chii-chung and Li Sung. 
The former, who entered the Academy about 1201, excelled in horse-painting 
beside landscapes and figures, and like so many of the secondary talents he 
imitated most assiduously the cla^ic masters of the T'ang period.* Han Kan was 
his particular ideal, and like a good many other horse-painters in China be was 
honoured with the epithet: “a reborn Han Kan.” Li Sung started as a poor 
carpenter’s boy; w-as adopted by the painter Li Ts'ung-hsiin, and made a successful 

^ Chinest Pamtingi in Ammedn pi. lyt, 

* C£ Dr, W, Speber^B article in OstasiaL 1931J Hh fi* 

* Reproduced Ld Ku vol- xx\ on silk with coIoutb; size: 4 ft* 7 m, by 2 ft. 5 in., agned* 

* Reproduced in JTw Kmgf voh vi* on silt with a pcctic iDScription by Ho Y^Dan-chu, 

* A picture auributed to the miistcr, in Mr. Y'amainoto's coHecdoiij reprcjMmdng A Snving ij 
reproduced in die Catalogm qf iht T&kjm Exhihiiim, pL 4S. HI* picrure in the Palace Musctun in Piling 
representing Princess Wen Ciii'a return to China waa mentioned in Vol. I, p. i rg, 
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career as a painter under the Emperors Kuaag Tsung, Ning Tsung, and Li Tsimg.^ 
He was hardly one of the truly creative personalities but highly skilled and well 
trained in his art. He became particularly knoum for his “boundary” paintings 
which evidently were done in adherence to earlier models, such as Kuo Chung-shu 
and Chao Po-chii, A good example of this type of work by Li Sung is the picture in 
the Palace Museum, called Hsim CfCou 7 smg Ch*ing^ Immortals Calculating the 
Good Luck of some inquirers. The main motive, from a decorative point of view, 
is the pavilion rising among vaporous clouds at the shore of the Great Jade Sea, but 
in the pavilion are placed a group of Immortals w'ho seem to receive some simple 
inquirers, approaching on foot and on mulebacfe. Their fortunes are told by 
the well-tried method of‘^drawing sticks”, which here is performed by a small boy 
among the Immortals. The whole thing is an entertaining illustration of Taoist 
practices within the scenery of a beautiful garden,^ 

Li Sung seems also to have had a special inclination for seascapes, w'hich he 
painted in his own original style. A famous picture of his, Walching Afte Tidal 
is said to be among the unpublished treasures of the ex-imperial collections in 
Peking. A minor but veiy original view of the sea is the fan-shaped painting with 
Li Sung’s signature in the coUecLion of Mr. Hayasaki Benkichi in Tokyo. (PI. yt.) 
It represents a small boat or sampan with four men tossed about on the rolling 
waves as it is trying to make its way out of a rocky beach. The stylization of the 
surging waves in long spiral filaments is a very effective decorative device and 
at the same time quite suggestive of the incessant movement of the boundless 
watery plain. 

The productiveness of the painteis who lived in the Southern Stmg capital 
should not make ns forget that there were good artists also in the North, which 
now was under the sway of the Chin,® the Golden Tartars, who had made of Yen- 
ching (Peking) a beautiful capital with a large imperial palace and many fine 
temples. The foremost of the Chin emperors in the twelfth century, Shih Tsiing 
(n6i—I igo), was a highly cultivated and noble-minded man who, because of his 
tvisdom and great moral qualities, was sometimes compared to such sages of old as 
Yao and Shun. He won the love and admiration of his Chinese subjects and did 
much to revive their native traditions also in the field of art and literature. Many 
prominent painteix were attached to the court or honoured with high goverrunent 
charges, but their works seem to have perished with very Few exceptions during 


I Li Sung ia meniioned as the nuuurr cjf a «Ko of pilctUTw (in ont or two ktoIIs} illustrating 
Agriculture: Fu T'im fu. The notice is found already in one of Chang Cb‘ou's worb {b^nnin? ^ 
seventeenth centtiry) and Ferguson {t>p. dc. p. 134) clmtni to have seen three of these pictures bv U Sunff 
According to Piofessor PiJhat, the co-called Fu T'tfl! would hast been a series of copies after some of 

original worb by Li Sung. Gf, Mmnm iuTKifiumi FAitt 
OrwTtiaU^ P. PeUiotj A Frepa du Fimg TirAi PadSj 1913^ 

a‘«" ^ ^ 3ft- 3m. Mentioned in Skih 

mctitioned in P‘d im Ckii 
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the Mongol inroads, which led to the capture and complete destruction of Yen- 
ching already in 1015, and to the capture ofK^ai-feng, the second Chin capital, 
ill 1233. 

Several of the artists who worked under the Chin treated preferably subjects 
w^hich enjoyed much popularity also in the Yiian and early Ming periods, i.c. 
horses, Tartar riders and hunters, and it seems quite possible that some paintings of 
this type, which usually are called “Chao Meng-Ai**, are actually copies of or 
derivations from the works by Chin painters, who may have had more reasons than 
Chao Meng-fu to glorify the Tartar huntsmen. Well known among such composi¬ 
tions is the one which represents a rider on a briskly trotting horse seen in profile. 
(An early version of this belonged to Sir Wdliam van Horne in Montreal.) Other 
variations on the motive, with more Chinese looking personages, may be seen in 
M, Stoclet’s collection, as lor instance the rather worn but very refined picture of 
a man on horseback followed by a page and a porter on foot. (Reproduced in 
Ats Asiaiica^ i, pi. 22.) 

Among the most famous horse-pamters of the Chin dynasty are mentioned 
V^ang Pang-chi and Li Tsao. The former, whose was Te-mou, came from 
Hua-yin in Shensi and was active at Yen-chijig m the Ta-ting era (1161—ij^o). 
He reached high official positions, served on the Board of Ceremonies, and was 
finally created a duke. His writings W'ere esteemed equal to his paintings, w'hich are 
said to have been in old-fashioned style, the landscapes reminfecent of Li Gh^eng^s, 
the horse-paintings of Han Kan’s works. In the colophon on one of his pictures he 
was called *‘a second Han Kan, a reborn Ts'ao Pa, w’ho painted ten thousand 
horses. A thousand gold coins did not equal his works. He painted the emperor’s 
musk-deer piebald horse flying over the paper like a heavenly dragon”, ^ Surely, an 
artist like Yang Pang-chi must have exercised considerable influence within his 
special domain.^ 

Li Tsao was somewhat younger, active in the Ming-ch^ang era (1190^1196) ; 
and his figure and horse paintings arc said to have been in the style of Li Lung- 
mien. This characterization may bring to our mind several horse paintings, which 
show' more or less similarity with Li Lung-mien’s works, as for instance, the album 
leaf in the Boston Museum representing A Man trying U> caUh a Horse^ which is 
executed in pure ink in the par mim style and provided with an inscription in large 
characters: “Brush of Hao Ch'cng. iioy. Imperial autograph,” but as it hardly 
can be as early, the inscription is most likely a later addition,* 


* Shu Hm vdb. 36 and 53* 

’ Fer^Ttnon (op. ciL^p. 136) mentions a picture of a EajbarLan Horseman signed by Yang Pang-dii, 
but givo tto infomaation about die owner of Lhc pictiinr. He that Its Intensity of action diis picture 
may be compared to the I&rsi and Hider by Albm Cuyp in the Munich Gallery”* but the md picture by 
Cuyp rcprociits an Oflicer on a Horse aumdin^ quite adit 

^ Cbimsi Puinlingt in Ajis^om ColUctiim^ pL 55. 'fhis is esaxptionaUy fine picture by a horse-painter of 
rather early type. Hao GhVng, Ch^ang-yOan^&om Chil-jui^ in Kiangsu^ii mentioned in Hua P"t£ 

before Li Lung-mien, and in Sha Hua P^u before Kuo Hsi. Be seems to have been active in the latter part of the 
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Another very fine picture in the same museum, which should! be remembered, 
in this connection, is the album leaf representing Princess Wen Chi returning from 
Mongolia v^ith her two children and a companion. (PI. 72.) It is evidentiy the 
wort of a great horse-painter; the animals are more interesting than the figures. 
The old altributiou of this picture to Ku Te-chien of the T'ang period cannot be 
taken very' seriously. It is now marked “probably a late Sung or Yiian painting", 
and may well serve to illustrate the type of horse-painting which flourished imder 
the Chins. 

The best known of all the painters classified under the Chin dynasty is, how'- 
ever, Li Slian finm P‘ing-yang in Shansi, active at the beginning of the thirteenth 
century. He was a high-dass landscape painter, and has become famous particularly 
through a short horizontal scroll representing Pines and Firs in. Wind and Snow^ 
w'hich, according to Dr. Ferguson, is now in the collection of Mrs. Eugene Me^er, 
jun. The picture is described in Mo Tiian Hui Auim, where it is said, that “the trees, 
stones,^and water are painted in a very easy manner, yet, there is a definite order 
in the vertical and horizontal strokes”, Sc\'eral well-known connoisseurs wrote 
colophons on the picture and extolled it as one of the finest things they had 
ever seen. 

A large and very important landscape attributed to the same artist is in the 
Freer Gallery. It bears the painter’s signature and “may w'ell be by him", as 
remarked in the catalogue by Mr. Lodge. Unfortunately, the picture is considerably 
damaged by mildew, and retouched, but it retains nevertheless the atmosphere of a 
great romantic landscape and the imprint of a good master’s brush. (PL 73,) It is 
rich and deep in tone, quite coloristic wherever the original ink is preserved. The 
silk is of a very fine texture and so brittle that it seems to be peeling off continuously. 
The tall pines in the foreground form a strong contrast of vertical lines against the 
ccajtelessly curving and jostling forms of the projecting cliffs, and the bare trees on 
the mountain terraces are stretching their branches with avidity tow'ards the cold 
winter sky. It may, indeed, be said of this, as of Li Shan's above-mentioned picture, 
that “its effect is very pure and beyond the order of common things”. 


(5) The Ck‘an Painters 

The last word of Southern Sung landscape painting was, however, not pro¬ 
nounced by any of the afore-mentioned academicians, but by painters who mostly 
lived as monks in one or two of the Ch*an temples in the hills above the Western 
Lake, Here flourished in the thirteenth century a school of landscape painting 
inspired by meditative Buddhism, which attained extraordinary significance in 

eleventh centujy. He painted portmiia, Buddhist and TaoUt fignns and also horses, and he is praised for his 
good colouring. His pictures in the imperial collection rcpieaejitcd ileUar divinities, spirits and faiT,^ but 
also figures with hnrsei and paitming horses. The attribution of the above-mentioned picture may thus bnx 
some reason, though the execution senna later and the imperial autograph hatdiy authentic. 
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expressing fleeting visions of nature. Without being religious in the traditional and 
formal meaning of the word, it was the expression for a special form of religious 
practice, and if its adherents were not all ordained priests or monks, they were at 
least inspired by the same religious tenets. Thus, it seems doubtful whether Liang 
Ka'i actually bi^ame a monk like Mii-ch*i, Ymg-yii-chien, and several others of 
these Ch‘an painters, but he left the Academy and (in his later years) chose the 
company of fhese care-free nature-worshippers instead of tlmt of official circles. We 
are told that when he received from the Emperor Ning Tsimg the insignia of the 
Golden Girdle, he hung them up in the court^'ard of the Academy and retired 
some time afterwards to Liu-t'ung ssu, the temple where Mu-ch‘i lived and painted. 
His eccentric nature and fondness for wine were proverbial and brought him the 
nicknaine of Feng-tzu (Crazy fellow). Yet, a great number of his works are recorded 
by Chinese historians, because he had begun as an academician and reached the 
degree of tai ckao (about 1202—1204). 

Mu-ch‘i (or hsi), the monk painter, who, after all, may have been the greatest 
genius, and whose iuRuence reached very far both in China and in Japan, is almost 
forgotten in Ms own country. The only histoncai information available about him is 
that he came from the country of Shu (Szechuan) to Chekiang, where he lived first in 
the Ching-shan temple and later in Liu-t‘ung ssu, a temple near Hang-chou, which 
he refbunded and which became the main centre of the Mu-ch‘i school. His real 
name was Fa-ch‘ang, and he must have been bom in the early part of the thirteenth 
century, because one of his matures! pictures is dated 1269; and he is said to have 
been a pupil of Wu-chun (d. 1249). He painted “dragons, tigers, apes, cranes, wdld 
geese in tiie rushes, ]andscaj>es, and figures. His conceptions were cjuite simple and 
natural; he used no ornamental elaboration, hut painted in a coarse and repellent 
fashion, not in accordance with the ancient rules and really not for refined enjoy¬ 
ment’* {Hm Shih Hui Tao).' 

The traditional Chinese attitude towards Mu-ch*i’s art is characteristically 
expressed in the above (quotation; his artistic ability could not be denied, but his 
manner of painting w^as strongly criticized. And the attitude was quite similar 
towards Liang K‘ai: “When the painters of the Academy saw Liang K'ai’s really 
my’sterious works, they could not help respecting him; but tho^ paintings of Ms 
which have been preserved are all of a coarse kind executed in an abbreviated 
manner,” Other depreciations of a similar kind could be quoted, but it seems 
hardly necessary, as they are much less valuable for the appreciation of the painter 
than as characterizations of some conservative critics.* 


» Cf. Shu Hm voL 5a, I 37. Tht biatorical data » Mu-cht hnve been m.id«r availflblr for Westerneri 
by Waicy in Buddhism fii Us TeUiian to Ari, London, 192a, and by O- KCroniEl m bia on painter 

in AHe^bm LfX. d, Biid. KstutUr, Band 115 (1931), vshich alio eontaini an othauaovc bat of Mu-ch 1 a 

,n ^ ^ ^ ^ has toUrcted 

the biofiiapliical data about the f^nter, and a list of his work ui an article m Oslasiat. ^ntsshn/t, 1989, 
p. 2 o 6, Cf. nlwi VValey's Btudi^m, ss above. 
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To the painters themselves this disapproval on the part of the official repre¬ 
sentatives of good taste and traditional art was certainly a matter of complete 
indiflcrence. They did not paint in order to produce beautiful pictures, but to 
express a state of consciousness which to them was the greatest happiness and the 
highest form of reality. Art was to them *‘delving down into the Buddha that 
each of us unknowingly carries within him”, to quote the w'ords of aley. “Unless, 
says the Ch‘an aesthete, “the artist's work is imbued with this vision of the 
subjective non-phenomenal aspect of hfe, his productions will be mere toy's/* ^ 
This formulation of the fundamental tenet of Ch*an Buddhism in reference to art, 
w'hich, according to this, should express the reality that may be redected in the 
spiritual self of man, seems excellent, but w'hen the same author goes on to say that 
“Zen (Gh*an) aims at the annihila tion of consciousness, whereas art is produced by 
an interaction of conscious and unconscious faculties”, he seems to take conscious¬ 
ness in a rather narrow and purely intellectual sense, A Japanese WTiter on Zen 
gives a different explanation of the doctrine regarding the active development of 
individual consciousness: “To know self we must expand, contact the universal life, 
universal spirit,*’ We must awaken our inmost vision pure and divine, the Mind of 
Buddha, or Bodhi. This expansion of the individual consciousness becomes possible 
when man realizes that his inmast nature is essentially the same as the spiritual 
reality', which b the root of everything in the universe,^ He then becomes a 
conscious part of the great universal hfe; “he is not merely surrounded by it on all 
sides; it permeates his whole exbtence. But he can never be enhghtened unless he 
aw'akens it within Iiimsclf by means of meditation. To drink water Is to drink 
universal water; to awaken Buddha-nature is to be conscious of Universal Spirit.” 
This is the final aim of all the Ch*an practices—mental and physical—the way to 
freedom and happiness. WTicn it has been attained, the consciousness of man is 
illumined by “a light that c an never be extinguished by doubt or fear, just as 
sunhght cannot be destroyed by mist or clouds”. 

This way of Gh‘an was by no means new or unknown to the Chinese; it was 
closely akin to Tao, and it had been taught more or less definitely ever since the 
introduction of Buddhism by those schools which lay the main stress on the develop¬ 
ment of man’s inner nature through meditation. But the means and methods of 
Ch*an were often quite extraordinary. Intellectual studies and definitions were 
shunned as mental limitations. The training w^as of a more practical and direct 
kind, intended to arouse the whole inner nature of the student, his self-activity, 
Tlie instruction of the teachers was by example, or communicated in riddles and 
parables to stimulate intuition; instead of explanations by words the .students 
sometimes received a slap In the face or were met vrith a roar or with absolute 
silence. Certain methods of meditation (derived from Indian Yoga) were strictly 
applied; the student was to become master of hb body with all its passions and of hb 

^ Walcy, ^en Buddhiim in tts Hftafum U> Att^ p. ai, 

* Kaitcn Nukariya, The a /the Sanjvai, Lotidciii, igi 3, pp. 9a, 132^ 
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mind witJi all its erring thoughts. He should become able to free himself at will 
from all the distracting influences of the mental and material life, so that ids 
consciousness could reflect, as the quiet mirror of the mountain lake, glimpses of a 
reality that no outward senses and no intellectuai reasom'ng can convey. It would 
hardly be correct to call the Ch'an students ascetics, they did not emaciate their 
bodies, but they became indifferent to much that seems essential to the material life 
and comfort of ordinary people, and they appeared often rough and reckless with 
their lack of intellectual refinement and their disdain of learning. But their love 
and comprehension of nature was intense, because here they found reflections of 
that same Buddha-nature that they tried to develop in themselves. The falliiig 
leaves and blooming flowers nay, even so-called inammate things, like stones and 
mountains,“revealed to them the holy law of Buddha.” The greatest book was to 
them “the so-called sutra Tvliich is written In character of Heaven and man, of 
beasts and asuraSy of hundreds of grass, and thousands of trees”.’ Truly, a book for 
painters who sought to represent the essentials of all that is. 

But the importance of Ch^an to the artists did not lie simply In the fact that it 
carried them so very' close to the heart of nature, that it made them look at every 
form, be it stone, tree, bird, or beast, and listen to every sound of wind or waves 
as a manifestation of a great consciousness that the>’ also sought within themselves; 
it meant more than that: It gave w'ings to their imagination and aw^akened in their 
hearts a feeling of unity or oneness with all that lives, wliich went far beyond that 
of any other form of panlhebdc romanticism. They gained to some extent the 
power of projecting their own consciousness into that of tiie trees and the birds or 
the figures that they painted. All these things were not simply represented as 
phenomena of a more or less individual character, as in the works of the previous 
Sung-painters, but as parts or reflections of themse!%^cs, symbolic perhaps, though 
not in the ordinary intellectual sense, but spiritually, because they reflected glimps^ 
of reality, actual experiences from the pamterb soul. This was more than romantic 
poetry; it was vision, life, and truth. 

The recording of such fleeting glimpses from a world beyond that of sensual 
observation demanded, of course, the greatest dexterity, a supreme mastership of 
technical methods, and an utmost reduction of material labour. They had to be 
WTitten down as swiftly and easily as the wind blows and the waves roll. It was the 
last perfection of the “splash ink” [p^o mo) technique; it had been far developed 
already by earlier painters ofCb^an inspiration, like Shih K o and W ang Hsia of the 
ninth century, but none of them had been able to give as much as Mu-ch'i or Liang 
K'ai in a few decisive strokes, or dissolved as freely as these painters forms into 
splashes of ink. It is evident that pictures produced in this way must become 
supremely irrational [the Chinese critics call them coarse, muddled, or abbreviated), 
and that they hardly can be analysed or described in words as pictures which are 
composed in a more formal sense. Their motives are often of the simplest kind, 

1 Nukariyvi, op. dt,, 69,73, etc. 
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a lew flowers or fruits, two birds on a bamboo branch, a single figure, some 
mountains and trees m the haze, or distant sails on misty waters, but they convey 
glimpses from a world that has no limits, embracing infinity of space and eternity 
of time, like the enlightened mind of the Ch*an student. 

Yet, it is evident that these painters chose the motives for their most important 
pictures from the historical or didactic cirde of the Dhy^ teachings. Mu-ch'i 
did a number of pictures which also by their motives are illustrations or expositions 
of Ch*an Buddhism, as for instance: Monk^s and CTone, the famous 

tript)xh in Daitokuji, Kyoto, painted, according to inscription, by the priest 
Fa'^h'^ang fi'om Shu ( Toyo^ ix, pis. 84—86) ^ 7 hf Dfagott and tfw , likewise in 
Daitokuji, signed and dated 1269 (T^^o, is, pis. 90-91); vdrAo/ in Aleditation, in 
Baron Iwasaki’s collection {Toyo^ Lx, pis. 87-88}; Lao-izjH^ belonging to Mr. Suenobu 
i^Sogen-meigimshu, pi. 28); Bodkldharma in Mr. Abe’s collection [Sogen’-miigwashu^ 
pi. 29); The Priest play'ing mth Crabs^ bdonging to Baron Masuda {Toyo, 

ix, pi. 89); Dragon appearing in Clouds^ one belonging to Viscount Akimoio {Kokka, 
209), another to Mr. Nezu, Tok>'o; (as symbols of human folly), one 

belonging to Count Matsudaira [Kokka^ 425), another to Count Sakai {SeL ReL, xi). 
To the same rl ^ss of picture with a religious or symbolic significance may also be 
counted the one representing An Old Pirn Tree and a BuU^headed Shrike in Daitokuji 
[Toyo^ ix, pi. 92) and the Bull-keaded Shrike in the collection of Baron Matsudaira 
[TayOy ix, pL 93), whereas Mu-ch*i’s pictures of Swallows and Lotus and ot Daves and 
Bamboos in the Matsudaira collection, Sparrows and Bamboos^ in the Nezu collection, 
and Rose-Mallows in Rain^ in Daitokuji, are hardly more symbolic than the various 
fragments of his two famous landscape scrolls, representing the Eight Views of the 
Hsiao and Hsiang Rivers (cf. TVyo, ix, pi. 94; Sogm-meigwashu^ pis. 34, 35). These are 
pure nature views transposed into subjective visions of infinity. 

It ma)' be added that the attributions of the above-mentioned and a few more 
pictures in Japanese collections to Mu-chH are, with tw'o exceptions, based either on 
tradition (which may, in some instances, be fbllow^ed to the fifteenth century), or on 
seals, and that the proof of Mu-ch‘i’s seals is complicated by the records of a 
Japanese painter, Mokuan or Mo-an,‘ who was active during the first half of the 
fourteenth century in some of the Gh^an temples in the neighbourhood of Hang¬ 
chou and Su-chou. He is said to have imitated Mu-ch*i so successfully that the 
abbot of Liu-t‘ung ssfl called him “a reincarnation of Mu-ch‘i” and presented him, 
in recognition of his artisdc activity, two of Mu-ch'i’s seals, W'hich had been 
preserved in the temple. The possibility lies thus near at hand that some of the 
pictures marked with Mu-chfi^s seal are painted by this ^‘second Mu-ch*i" (as the 
Japanese called him), though nobody has as yet been able to detect such differences 
of style as would justify a division of the alxive-mentioned works to two different 
personalities. They may thus well serve as examples of Mu-ch‘i’s manner. 

The works preserved under Liang K‘ai’s name in Japanese collections are 
* Cr. KOmmel’s Aitkli: ou \to-kuan b Alipm. Uxiktm d. Bild. A'iiiulitr, Band 35 
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mostly signed and may also, like those of Mu-ch‘i, be divided into illustrations of 
parables or personalities connected with Dhyana Buddhism, and nature studies, 
mostly landscapes, but besides these he treated of historical subjects. The rnost 
carefully executed of all his works is the great picture representing Shakyamum on 
His Way to the Bodhi Tree, belonging to Count Sakai. (PI. 74.) It must have been 
a comparatively early work, as it, according to inscription, was painted in the 
presence of the emperor, and may have been accompanied by two snow landscapes 
(in the Count Sakai and the former Akaboshi collections, Tip'o, ix, pk 73, 74)' 
Further developed in pure Ch‘an style are the two pictures of The Sixth Patriarch, 
Hui-nung, chopping a Bamboo Pole and tianng a H^ritteii So'oll into puces, the former 
belonging to Count Sakai, the latter to Count Matsudaira (Toyo, lx. pk 67, 68). 
Of still freer design, executed in the broadest p'o mo fashion, are the pictures of 
Hein-shan and Shih-te in the Matsudaira collection (KoUa, 114), and in the collec¬ 
tion of Mr. Isogai Sheizo, Tokyo [Toyo, ix, pi. 65),and the representations of the 
Dancing P‘u-tai in the Murayama collection (Sogen-metgwashu, pi. 24) and P'ti-tai 
pydtching Pighting Cocks in the collection of Count Sakai. There are st^ other 
pictures ascribed to Liang K‘ai which represent exhilarated Taoists or priests, but 
none of them can compare in artLstic significance with the imaginative portrait of 
Li T*ai~^f)o, wa lkin g upright, reciting a poem, which is one of the supreme master* 
pieces of Chinese painting [Count Matsudaira collection). Related to this pictme 
by its motive and by tlie masterly cliaraeterization of the main figure, though quite 
different in design, is the short scroll (r. 2 feet) which represents Wang Hsi-chih 
Writing on the Fan of an Old Warrum (formerly in the Imperial Manebu Household 
collection in Peking). The fan is reverently supported by its owner before the great 
master, who stands slightly stooping, concentrating all his attention on the brush, 
while a serv-ant stands behind him with the ink-stone, A big trunk of a willow 
completes the composition. To judge by the literary records (exhaustively quoted 
in Ncm Sung YUan Hua Lu), this must have been one of Liang K"aPs most famous 
pictures, but beside it at least twenty-four other paintings by the master are 
mentioned, a number of landscapes w ith birds, fishermen, and travellers, Budtfiiist 
motives, and legendary subjects. It seems superfluous to enumerate the titles, since 
the pictures [possibly with exception of the Sixteen Lohans) have not been 
identified, but it may be worth recording, that the finest of them, according to some 
critics, was a picture representing Tao TUan~ming, the popular idol among the early 
Cliinese wTiteis, walking with a flower in his hand under a pine-tree—a representa¬ 
tion which may not have been unlike the above-mentioned study of Li T‘ai-po. 

The relatively well-autheniicated and numerous pictures by Liang K‘ai still 
preserved seem to reveal an artistic evolution in which the painter’s contact with 
Ch*an Buddhism became of decisive importance. He was once a prominent 
academician, though of a rather intemperate kind, and his great ideal in art was 
Wu Tao-tzfl. He painted then traditional Buddliisi subjects and landscapes, 
executing *’the figures with great care even to the minutest hair, but the trees and 
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stones he touched in with strong brush-strokes which, indeed, served to accentuate 
the imposing spirit of the carefully and reverendy drawn figures”.^ This 
characterization fits perfeedy die above-mentioned picture of Shakyamuni walking 
ont of the mountains, where the figure is very car^ully drawn and modelled and 
covered in a drapery which swirls a la Wu Tao-tzCi, w'hile the enclosing mountains 
and dry trees are painted in broader fashion with a stronger brush. The cxprcsaivc- 
nes of the figure is extraordinary, and it is accentuated by the majestic scenery. 
Without the surrounding landscape the figure would not mean so much. 

This becomes most evident if we accept the scroll representing the Sixteen 
Lohans (in the collection of Mr, Abe Fusajiro in Sumiyoshi) as an example of Liang 
K‘ai’s early style. (PI. 75O It is known to me only ihrough the series of large 
photographs published in Peking, which do not convey a convincing impression; 
yet, it may be by the master as signed and certified by later experts. The Lohans 
and their servants are represented in more or less grotesque shapes against the 
neutral background; they are characterized in an almcBt humorous fashion, and 
dad in long mantles, which sometimes form whirling folds of the type that is know n 
from the copies of Wu Tao-tzu’s works, but at other times are painted with sharp 
snappy strokes “like broken reeds”. In spite of the technical dexterity and the great 
variation in the types, the picture is rather disappointing by its repeated exaggera¬ 
tions in the characterization. The painter seems to be mocking at the motive in a 
somewhat coarse fashion. The comparison with Li Lung-mien’s representation of 
the same motive, which is suggested in the colophon by Wang Wdi-chih (1789), is 
certainly not to the advantage of Liang K'ai, 

Decidedly superior as a work of art is the above-mentioned picture of Wang 
Hsi-cidh Writing on the Fm, (PI. 76.) The fluently painted figures reflect in every 
stroke the Impetus of creative genius, and the broadly sketched trunk adds, indeed, 
something to the balance and the significance of the design. The whole thing is 
thrown dowm spontaneously with a light and swift brush without any of the 
calligrapliic niannerisnw which are so prominent in the earlier pictures. From a 
picture like this there is only a short step to the two larger compositions representing 
the Sixth Ch^an Patriarch chopping the Bamboo Pole and Hu Same tearing the Ssfra Scroll, 
(PI, 77.) The spiritual impetus Is the same, though it has become still more intense; 
the somewhat jerky and abrupt brush-strokes, done with flashing speed, in a tempo 
Jurioso^ seem to reflect a rather vehement temperament, answering well to the 
traditions about this Ch‘an teacher, who met his students with shouts and 
roarings. And by the Introduction of a tall trunk in the one picture, a couple of 
loose branches in the other, the artist has created an impression of height and space, 
which detaches the figures from the limitations of the objective world and make 
them live in the universe of their consciousn^. 

In the picture of Li T‘ai-po the artist has renounced all exterior arrangements 
or additions, but nevertheless created a very definite atmosphere—he has actually 

' Aim Su»i Turn ttua Lu. 
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accomplished with half a dozen touches of the brush one of the most convincing 
representations of an inspired poet ever made with the brush. (PL 78.) The 
material means are reduced to 3 minimum, the form is simplified to the utmost; yet, 
it is c^uite sufficient to serv'e as a vehicle (br the inspiration which radiates finm this 
picture as it does from the poems of Li T‘ai-po. It is as if the artist had felt a 
re\'erberauon of Li Po^s immortal rhythms in his soul, as if the poet had lived again 
in his consciousness, from where he was projected, like an inspiring flash, on the 
paper. 

Liang K‘ai also painted a great number of landscapes, mostly with birds, as 
appears from tities enumerated in Sung Tiian fiua Lu^ but sometimes \vith fisher¬ 
men and peasants. An example of this type is the small and probably early land¬ 
scape belonging to Mr. Hayasaki Benkichi, showing a fisherman who returns with 
his net on the shoulder along the rocky shore, framed by an old tree.^ Other 
characteristic landscapes by Liang K‘ai still preserved in Japan are the two large 
snow scenes in the Count Sakai and in the former Akaboshi collection ( Toyo^ ix, 
pis. 73, 74) with a very soft hazy atmosphere over snow-covered hills and stumpy 
trees in the foreground; furthermore, the round,fan-shaped picture in the Count 
Date collection, representing A Pair of Herons alighting on RockSy in which the strongly 
painted rocks and the big bird on the wing serve as a most effective accentuation of 
the empty space. (PI. 79.) Closely akin to this is the album leaf representing 
Flying Geese on a Shore with ReedSy which belongs to Prince Tokugawa (Tokyo 
Exkib. Cot.y pi. 79). More traditional in design are the landscapes with a man 
seated on a cliff under a pine-tree, belonging to Mr. Magoshi Kyohei {ToyOy ix, 
pL 69), and w'ith a man reading under a pine-tree, where also a buffalo is grazing, 
belonging to Marquis Kuroda (Toyo, ix, pL 7a), but they are executed in a softer 
tone than any of the earlier landscapes, like visions rather than like renderings of 
actual view's. They are Ch*an pictures just as weD as the figure scenes mentioned 
above, reflections from a consciousness for which the commonest scene may 
embrace the immensity of the universe. 

The pictures which are still preserved in Japanese collections under Mu-ch'i’s 
name have been enumerated above, and we have also dw’elt on the religious back¬ 
ground of his artistic activity, but it may be necessary to consider a little closer 
some characteristic examples of his style. Unlike Liang K'ai's works, which were 
mostly legendary (illustrative] or landscapes with figures, Mu-ch*i’s most important 
paintings were evidently done with a didactic purpose, to be used in the Ch*an 
temples. They were executed on a large scale and carefully finished, though in 
pure Ch*an fashion, with less insistence on iUustraUve details than on the general 
tonality or atmosphere of the motive. The best examples are still in the possession 
of a Ch*an temple, though not in China; I mean the pictures belonging to Daito- 
kuji in Kyoto (now deposited in the museum in the same city), i.e, the triptych 
representing Kuanyin, a Crane and a Monkey with her baby, and the diptych 

Cf. Exhib, Col., pi. 63. 
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representing the Dragon and the Tiger. The motives arc evidently symlroUe; the 
triptych may refer to the enlightenment that can be reached through meditation m 
contrast to the desire for tong material life and empty intellectual speculations 
(sometimes symbolized by monkeys); the diptych is evidcndy a repre^ntatlon of the 
divine and the material, or the spiritual and the animal, powers which pervade all 
nature. 

According to the notes which 1 took down liefore the originak some ten years 
ago, they are painted on a very thin and rather loosely woven siJk with an 
exceedingly light, soft brush and watery ink, w^hich has soaked in so completely 
that in some places it can hardly be distingubhed from the silk. The design arc 
balanced not only by certain well-emphasized leading lines (observable ako In the 
reproductions) but also by the darker and hghlcr tones, the former being mostly 
placed towards the sides or in the comers, so that the central portion of the picture 
stands out light and transparent. This disposition of the tones b particularly 
effective in the central piece, the white-robed Kuanyin seated on a cliff at the side 
of a bamboo sprout and under some overhanging herbs (PI. 8o), but it may also be 
noticed, with certain modifications, in the pictures of the WTiiie Crane and the 
Monkey. The monkey, which balances herself on the diagonal branch in the centre 
of the picture, is black with the exception ofits most important part, the round moon 
face, which b white. (Pi. 8i.) But in spite of the marked contrasts between the 
darks and the lights, the pictorial effect b dominated by the soft ,gre>Tsh hue, in 
which the forms are enveloped, or rather steeped, with an almost imperceptible 
gradation of tones. It b produced mainly by the bare silk slightly toned, at least 
by age. 

The brush-strokes are more floating and continuous than in Liang K*ai’s 
paintings. They become particularly effective in the mantle of the meditaung 
Bodhbattva, which b designed with long, softly curving lines suggesting complete 
repose, the same harmonious quietness that Is reflected by the w'atcr at her feet. 
The decorative design has here, to an unusual degree, become the vehicle for the 
spiritual import of the motive. 

Related to this Kuanyin picture by its general design and the treatment of the 
main hgure b the painting in Baron Iwasaki’s collection of a Ch*an monk seated in 
meditation on a mountain terrace surrounded by a large snake, which opens its 
poisonous jaws on hb lap. (PI. 82.) The grim imperturbability of the man in this 
dangerous situation reflects an intense spiritual concentration, a will-power which 
completely controk the situation. Though the figure b in profound repose, it may 
weU be called dynamic. It b drawn with tightly curving lines, which form a symbol 
of massive strength; it is white like a luminous body against the setting of dark 
shrubs and trees, far from beautiful in the ordinary sense of the word, but impressive 
and great as a personification of some elemental power. The atmosphere of this 
picture seems replete with spiritual significance transposed into qualities of line 
and lone. 
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The Dragon and the Tiger in Daitokuji may be no less remarkable from a 
purely pictorial point of ^'iew, because here, too, one may admire the artist s strong 
and sweeping brush-work, his faculty of imparting life_ by every touch, but they 
lack the human element and the perfect balance which ennobles the Kuanyin 
triptych. The pictures have also suffered more by exposure and careless handling; 
they are darkened and probably cut down at the sides, which makes the enonnous 
beasts look somewhat cramped within the narrow spaces. \ et, they are expressive 
of the elemental forces symbolized by these animals; the dragon with (lashing ey es 
and shimmering scaly body is issuing as lightning fxxim the clouds, while the tiger 
sits erect with tense sinews, ready to spring at its prey with the swiftness of the storm 
wind that shakes the bamboos in the background. 

The landscapes which are coasidered as Mu-ch 4 ’s works arc all sections out of 
two scrolls, which both represented the Eight Famous Views of fAe Hsiao and Hsiang 
Rivers. Of the smaller one only three fragments exist: The Auiartm-Moon (Prince 
Tokugawa collection), The Hight-Rain (Baron Masuda coUection), and The Evening- 
Bell (Count Matsura collection, SeUckd Relics, v), but of the larger scroll five sections 

stdl exist: (Count Maisudaira coUection) (PI-83), Ue 

Evening-Bell (Marquis Tokugawa collection), Sunset over a fishing Village (Mr. Nezu’s 
collection) (PI- 83), mid-Geese alighting (ex. Vbcount Matsudaira collection), and 
Ei>ening Snow on the Hills (ex. Marquis Tokugawa collection). Few moUves have been 
more "consistently treated by Chinese landscape painters than the Eight Views of 
Hsiao and Hsiang, have yielded a richer variety of poetry and pictorial 

beauty. They formed simply a set of suggestive names or formulie for continuous 
compositions of water, mountaias, wooded shores, and sandy beaches, sonietimes 
enUvened by boats and fishermen or alighting birds, represented at different 
seasons or hours of the day. They were useful as labels or keys to the ideas tradition¬ 
ally associated with the motives, which could be interpreted according to the creative 
imagination of each artist, quite independent of any local colour or d«cnption. It 
w'as the symbolic suggestiveness rather than any actual scenery which lent arctic 
significance to pictures of the Autumn-Moon over the Tung-t*ing lake {where the rivers 
abut) The HighFRain over Hsiao and Hsiang, The Evening-Bell from a distant Temple, etc, 
Mu<h‘i certainly realized this better than anybody. He p^ied lan^apes 
which are simply fragments of the universe, fonnul^ for his visionary idea.s of 
unlimited space and soundless harmony. The objective motives seem lo ^ 
the peacefiil depths of his consciousnes,s and rei^ue replete with an inner hfe that is 
suggested by gradations of tone and swift, decisive brush-strokes. What he painted, 
or mther suggested by suppressing as much as possible of material definition, is 
above all atmosphere-it is the life-breath of his landscapes, the mirror in which 
infinity is reflected. The forms are indicated only in so far as they may serv-e to 
enhance this undcfinable element. As an example may be mentioned picture 
of Returning Sails off a distant Coast} Only at the one end of the composition is the 

1 Reproduced ui Tejw, b, pi- ^ ^91 ■ tklUi, sv, and 
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foreshore accentuated by some dark trees and the background by mountains, which 
grow fainter as they dissolve into the grey mist. The rest of the picture is free 
expanse j there is no Foreground, no background, simply open space. The only 
support that the eye can find here are two small sailing boats which are more frit 
than seen — it is movement rather than the form which is perceived. But one cannot 
help freiing the chilly evening breeze, which sweeps the fog into long wisps and 
makes the soft tree-tops wave like silky plumes. It is less a visual impression than a 
vibrating reflection from the artist’s consciousness which forms the motive — an 
echo of distant music, a breath of wdnd, a movement in the air—all that gives 
wings to his imagination and makes liim see something more than simply a few 
boats in the fog. 

The limitless space or atmosphere into w hich Mu-ch'i’s landscapes are steeped, 
and by which they receive this mj'sterious life and significance, is also to be found 
in his pictures of birds and flowers, though it is here produced by the design rather 
than by the use of mbty tones. The small birds, such as the Sparrows (in Mr. Nezu’s 
collection) or theDorre fin Count Matsudaira’s collection),are placed on some very thin 
and tall branches which project far into the otherw'ise emptj'' picture where the 
birds form the centre. {PI, 84.) They balance on these quivering supports as lightly 
as only such airy beings can do; around them is emptiness or rather, the all- 
containing space — a reflection of the artist’s consciousness, in which they live as 
winged thoughts. 

More important are the larger pictures of the HahachoBird (Bull-headed Shrike), 
of w'hich the best is in Count Matsudalra’s collection, (PI. 85.) The bird is 
standing on an old trunk towards one side of the picture; the rest of it is empty 
ground, only at the very top enters a slender twig of a pine branch, making the 
beholder realize more strongly the extraordinary height and spaciousness of the 
design. 'I'he large black bird stands there upright, almost as a human being, on lad 
legs with the head sunk into the breast — a picture of introspective thought and 
quietness, the samadhi of the Ch'an philosopher. The extraordinary effect of the 
design rests mainly on the perfect balance between the strongly accentuated jet- 
black bird and the transparent space, which is quite unbroken except for the tender 
twigs at the top. 

In spite ©fits highly subjective character, Mu-ch‘i’s art exercised a far-reaching 
influence. This was most immediately felt by the painters who lived as Ch'an 
monks in the temples near Hang-chou towards the end of the Sung and during the 
early part of the Yiian period, but it may also be traced in the works of more 
worldly painters and, as an undercurrent, in the general modification of style 
which took place in the Yiian period, not to speak of the all-absorbing mterest in 
Ch‘an painting which became manifest in Japan at the beginning of the Ashikaga 
period, when many of Mu-ch*i’s works were secured for the Ashikaga Shogun’s 
collection. The main reason for this influence was evidently that Mu-ch*i’s art 

represented not simply a new manner of handling brush and ink, but the result of a 
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new spiritual impetus, by which the artistic activity as such was modified. 
Wherever the inhueiice of the Ch'an philosophy was felt, the painter was brought 
into a more intimate spiritual relation with his work; he was no longer the observer 
or designer of outward objects or scenery, but the transmitter of thirty as they really 
are. His main endeavour was to become In his consciousness so perfectly united or 
fused with the motive that he could rc-embody its spiritual significance in a 
pictorial symbol. 

It would require too much space to enumerate all the pictures (particularly in 
Japanese collections) in which this Ch*an principle of creation may be traced; some 
of them are by anonymous masters, others by monks, whose names have been 
recorded, but whose lives are practically unknown. Most remarkable among these 
pictures is the Mountain Village in Mist by Ying-yii-chien in Count Matsudaira’s 
collection [iToAtfl, 429; lx, pi. 38J. (PI. 86.) Tlie motive is here dissolved into 
broad splashes of ink indicating some roofs amongst trees on a rising ground around 
a bay, mountains further away, and a bridge in the foreground, but there are 
hardly any actual forms, simply a succession of black tones which dissolve in the 
mist. Yet, the whole thing is deliberately done with marvellous concentration, 
convincing, as far as it goes, and suggestive of atmospheric or colouristic beauty. 
Ying-yii-chien served as secretary of Ching-tzfl. ssQ, the famous temple at the 
Western Lake in Hang-chou, and is said to have followed in the footsteps of the 
famous pri^t-painter Hui-ch‘ung, but his artistic relationship with Mu-ch‘i (his 
somewhat younger (?) contemporary) seems undeniable. Other landscape attributed 
to Ying-yii-chien, such as the short scroll in Prince Tokugawa*s collection, and the 
large mountain scene belonging to Mr. Maniyama in Osaka [Sogen-^nuigwasku, 
pi. 46), represent him under a somewhat more traditional aspect, painting the 
rounded hills and plumy trees as shadows in. the mist. 

Another monk who excelled in this kind of ink-painting was Wu-chun {haOf Fo- 
chien), known also through a treatise on Ch‘an, He belonged to the Lin-chi school 
and lived in the Ching-shan temple on mount Yu-wang, but was also called by the 
Emperor Li Tsung to give some instruction at the court. He died i 949 ' According 
to certain traditions, he was the teacher of Mu-ch‘i- His three ink-sketches 
in Marquis Tokugawa’s collection (JToiAff, 243) are very lightly painted and have 
not the power of expression as do the more important works of this school, yet they 
are praised by a Japanese authority for their “deep suggestiveness in the midst of 
great simplicity’^. 

Two priest-painters, unrecorded in Chinese sources, but mentioned by Soami 
in KundaikivaJif are Lo-ch‘uang and Tsu-weng.' The former lived at Uu-t uag ssQ, 
the temple of Mu-ch*!, near Hang-chou, and is considered to be the master of a 
picture hi the Asabuki collection representing A Goose aUghting anwng Lohis-Ieaves, 
executed in Mu-ch*i’s manner, though rather inferior in strength {Toyo, ix, pL g6); 
the latter is known through a picture of Liu Tsu, represented in tattered garments, 


> Cf, Oslanat, i, pp. 199* ^“3- 
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and earning a stafT with a hatchet on the shoulder (formerly Kawasaki coll^ecdon, 
Kokka^ III). Of the same kind as this are Li Ch'iieh’s pictures in Myoshinji in 
Kyoto representing 269 )‘ The influence oni ang 

K‘ai seems here most evident. 

The tradition of Ch‘an painting was carried on by many highly gifted artists 
in the temples at Hang-chou and elsewhere in the South, long after the end of the 
Sung dynasty. It formed a definite current within the art of the thirteentli century, 
and it may thus not be out of place to mention here some of its later representative, 
A very productive and characteristic painter was the monk Indra of the T len-chu 
temple, whose name is written in modem Chinese, \in-t o-lo, but who is better 
known under his Japanese appellation: Indara. He must have been active during 
the second half of the century, because some of his pictures are provided with 
inscriptions by better known men of the time.* There are at least seven pictures 
attributed to liim in Japanese collections (cf, K&kka, 359 J * 73 ' 223, 3 

392) and nvo of them, Bodhidkamu in Marquis Asano’s collection and VimatM in 
Mr. Murayama’s collection, are signed witJh the painter’s name. The motives for 
his pictures are all borrowed fiom Ch*an or Taoist legends, as for instance, Tar- 
hsin burfdng ilit Ijtmge cf Baddhtt and Tao^chwt talking to a yisiti^ (PI- 87), Han-sh^ and 
Shih-tSf Feng'kan with two CoTttpaJiioJis^ Bo^idhaTma and so on. All these pictures 
exhibit great skill of brush-work, and they are highly entertaining as illustrations, 
particularly through the humorous characterization of the figures, biit they arc 
not to be compared with Mu-chi’s creations. The weakest among these pictures 
make us realize how easily this mode of impressionistic ink-painting became a 
clever empty play with the brush when not directed by a strong creative will 
or spiritual inspiration. 

Another priest W'ho, although not belonging to the Gh*an school, made ink- 
drawings of Bodhidharma and other Buddhist patriarchs in a somewhat similar 
fiLshion as Indra was P'o-kuang, whose /-ifi was Yiian-hui, and hao, Hsueh-an. He is 
said to have been the head of a religious sect called the Dhuta and to have served as 
a professor in the Chao-wen College in the reign of Kublai Khan. He was active 
still in 131a,* According to tradition, P‘u-kuang painted landscapes in the style of 
Kuan T‘ung, and bamboos in the manner of Wen T‘iing, but the only paintings 
nowadays known by him are a series of nineteen album leaves representing Bodhi- 
dhanna, P‘u-tai, and seventeen Lohans, in Baron Iwasaki’s coUccUon (cf. article 
in KokkOj 333, with reproductions of some of the pictures). The pictures are 
interesting as examples of the last degree of simplification of the pure ink-styde, the 
“abbreviated” manner, as the Chinese sometimes called it, but their artbtic 
significance is limited. The figures are indicated almost with bare outlines, only 
the licads being sometimes more carefully modelled, and as the fines are lacking the 
vigour and decision that we found, for instance, in Liang K*ai’s similarly done 

1 Cf. O* KQmmd^^s ardd^, Indra, In d. hdd. Band iS (19^5)* 

■ (X Walcy, and PdUot^ T'imng p. 35*. 
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portrait of Li-po, die forms appear often empty and loose. They are written domi 
with the same swift and easy brush as the grass characters which accompany each 
one of these Lohans and acquire by this a breath of momentary life like fleeting 
thoughts, which have not quite matured to works of art. (Ph 88.) The general 
shape IS sometimes brought out suggestively, when the flgure is shown from tlie side, 
or from the back, wrapped in a loose mantle, but w'hcn the artist uncovers the body 
and. gives details, such as hands or icet, he misses the essentials. P u-kuang was 
evidently a great calligraphist, who to some extent succeeded in translating forms 
into calligraphic symbols, 

Superior as works of art are the two landscapes with shepherds and buflaloes 
in Baron Dan*s collection, which are traditionally attributed to Chang Fang-ju, 
an artist who is mentioned only in Kundoikii-aR 248; SogeU'-fticigwasku^ 

pis. 49,50), He is said to have been active in the Yuan period, but the character 
of his art Is quite the same as that of the Hang-chou Gh*an painters. The composi¬ 
tions are unilateral with a bit of a trunk and some branches penetrating from the 
one side (as in the pictures of the Ma school), but the big animals arc placed 
practically in the centre of the foreground, emphasising the balance of the designs. 
In one of the pictures the boy is riding on. the bull, in the other he is seated on a 
promontory under the pine branch, angling in unseen waters' ^adding thus a 
of contemplative stillness to the pastoral scene. (PI. 89,) Tlic main parts are laid in 
with a strong brush in dark ink and stand in perfect relation to the large stretches of 
empty ground, so that the picture as a whole becomes a convincing and great w'ork 
of art. 

(6) Pointers of Dragofts OJid Fishss 

One of the most significant motives of Chinese painting, which to some extent 
was also cultivated by the Ch‘an painters, was the Dragon, a mystic, f^tasric, and 
awC'inspiring bong, swift as lightning, strong as a storm wind, which appears 
among clouds and mist, visible only to those whose enlightened minds are open to 
the great spiritual forces of nature. We have already mentioned some of Mu-ch i s 
representations of this supreme symbol of supernal power, but there were other 
artists who specialized in dragon painting and carried it to the highest degree of 
perfection. Their mode of creation corresponded evidently very closely to that 
of the Ch*an painters, as the visionary motive demanded the highest degree of 
concentration and an immediate transmission of the flashing image, even though 
they may not have lived in temples or been formal adherents of Ch*an practices. 

We have already had occasion to observe that there were great dragon painters 
in China during various d)'nasties; at the head of them ail stands Chang Seng-yu, 
the great master of the sixth century, whose dragons became famous through so 
many legends, and as a good second should be remembered Tung Yii, who 
executed some of his most terrifying dragons for the Emperor Sung Tai Tsung 
(978-997)- masters exist no longer, but a discussion of 
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dragon paintings has been transmitted under the name of Tung Yii. It is included 
in the Hua P% which is ascribed to Tang Yin, Aco, Liu-ju {1466-1524), which k 
made up of miscellaijeous quotations from earlier books.' Tang Yin may not have 
been responsible for this collection, but it seems evident that it could not have 
been composed without the existence of earlier sources, incltiding a treatise on 
dragon painting, which contains certain observations of gcncnil interest in 
connection with the study of Gh'en Jung’s paintin,^. 

“Dragon paintings should possess the secret {Tao) of Spirit and Life. The Spirit 
is like the mother, and the Life (or Vitality) is like the child. When Spirit summons 
Life, as ihe mother summons the baby, how would it dare not to come? Tliercfore the 
dragons should rise towards the sky through dense mist and layers of clouds, or immerse 
into the bottomless depths of the turbulent waters where no human eye can reach 
them. 

“Ancient as weU as modem painters have found it difGcult to pursue their forms 
and shapes. The dragon’s form may be divided into three sections and nine similarities: 
the first is &om the head to the neck, the second from the neck to the belly, the third 
from the belly to the tail; these arc the three sections. The nine similarities are: the 
head like that of a bull, the mu22le like a donkey’s, the eyes like slirtmfH, the horns 
like those of a deer, the cars like an elephant’s, the scales like those of fishes, the beard 
like a man's, the body like a serpent’s, the feet like the Feng-bird’s. Such are the 
similarities. 

“Tlicre is a difference between the male and the female dragon: Ttic male has 
horns and his body is moving in high waves. He has deep-set eyes, widcH^pen nostrils, 
pointed beard and tliick scales; the body is strong towards the head and diminishing 
towards the tail. He is red as fire, grand and beautiful. I'he fenrale dragon has no 
horns, and her body forms quite flat waves. Tlie eyes are standing out, the muzzle is 
cut straight, the mane is curly, the scales thin, and the tail is stronger than the body. 

“Dragons with open mouth are easy to represent, but those with dosed mouth are 
difflcuU. If you want to make them with the sweeping brush and flowing ink bring 
out the life of the musdes and bones, but in order to express perfectly the essence and 
spirit of the dragon you must give him awe-inspiring bloody eyes, impetuously moving 
red beard, mist-hoarding scales, bristling mane, hair on the knees, claw-s, and teeth, 
Make him spit opd hide m the rain and the mist-dew, make him skip and gambol as he 
soars through space—then, when the eyes are put in, he will fly away like the dragons 
of Chang «ng-yu and master Yeh."* 

Ch'cn Jung, the great dragon painter of the South Sung period, often called by 
Ills Aflo, Ch'^en So-weng, was evidently no less of an eccentric character than his 
predecessors in the sa^e held, though at the same time capable of serving as a 
govemment ofheial, fust as a magistrate in Shansi, then in Kiangst, and finally as 
governor of P‘u-ttien in Fukien, his native province. He passed his chin shih degree 
in 1935, and reached also fame as a poet in the strong and heroic style, particularly 
in the Pao-tu era (1253-1258). His fame with posterity rests, however, entirely on his 
paintings of dragons of which half a dozen (horizontal scrolls or parts of such) have 
been preserved, all belonging to the highest class of Chinese painting known to us. 

* Quoted in MH Sku Tz'mig Sku, lii, v. 9, chap, 9. The critical remarb about Uu-ju’s tfua in Shu 
Hua Sku Lu Chith T*t, 

* A dragon painter \vho probably was active during tlic former Han dynasty. Cf. Gila, p. a 
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According to the biographical information about Ch^en Jung, transmitted in 
the Min Hua he painted 

“the clouds among which the dragons were soaring in the ‘splash ink' fashion 

and made the mist as if spitting out water. \Micn he was drunk, he shouted aloud, took 
off his Mp, dipped it into the Ink and then smeared and rubbed with it, making a 
rough picture which he afterwards completed with the brush. Sometimes the whole 
body of the dragon was shown, sometimes only a leg or a head. The dimly defined 
shapes were beyond description, almost inconceivable yet, truly divine and mysterious. 
He aiso painted bamboos and pine-trees in a manner graceful as willows and strong as 
iron hooks and chains. Tou ards the end of his life his brush-manner became more and 
more simplified, concentrated, and wonderiul. His pictures executed in deep colours 
were equal to Tung Yu's work.” 

The works of Ch'en Jung which have been preserv'cd may w'ell serve to support 
the high esteem in which he was held by contemporary and somewhat later critics, 
though they are executed with more care and deliberation than the above remarks 
might make us expect. They represent all dragons soaring through clouds, mist, 
and w'ater, quite detached fhotn any earthly surroundings, only in one of them, 
belonging to Baron Yokoyama (Tbyo, ix, pi. 79), has he added a rocky shore with 
some trees before the mist-enveloped mountain cave of the dragons, which, 
however, hardly increases the artistic importance of the picture. The two dragons 
in vaporous clouds belonging to Count Sakai (TJyjici, ix, pis. 80, 81) are certainly 
superior as works of art and more suggestive illustrations of this supreme symbol of 
s<.;ething vitality. But these, too, are evidently only fragments of a longer scroll, 
The most complete and important samples of his art are nowadays in the 
Boston Museum; one of them is a metre long section of a scroll, representing four 
Dragons and Gushing Water among Cavernous Rocksy the other is a complete scroll, 
eleven metres long, in which J/ine Dragons appear through Ckuds and [Vaves. In the 
minor composition the pictorial effect depends more on the gushing water that 
leaps out in cascades from the split and shattered clifis, and the wreaths of mist that 
circle about the caverns, than on the dragons themselves [which are largely hidden) 
(PI, 90}, but in the larger scroll the design is completely dominated by the glorious 
animals which unfold themselves through the clouds and weaves, (PI. 91.) To 
describe this picture in detail seems as impossible as to reflect in words the seething 
storm that lashes the waves into foam and scatters the clouds into vapour, nor can 
small pieces out of this long continuous composition give any idea of its dramatic 
beauty, the Th)lhmic movements of the design. From the inscriptions referring to 
various legends about dragons and dragon paintings, which the painter has added 
to his work,^ it becomes evident that his main idea was to express through the 
symbols of the nine dragons the operation of Tao, the supreme principle of all 
manifeted life. He has given this in a picture of cosmic sweep, unrolling before our 
eyes with brush-strokes, that have the speed and strength of the storm-wind, the 

*• Qiiotfxt in Shi Hua /"a, vot 51. 

■ Cf* Mr. JoHn E. Lodgers articlt tiaia scraU la [kc Sasftm A/kuauti of Fim iirti Dk** '90- 
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spiritu^ force of the universe RS it penetrates or vitaiizes the fiirious battle of the 
elements. 

The picture is also one of the great historical documents of Chinese painting; 
it is provided with more than fifty ^vritings and seals (fifteen on the picture itself, 
the rest as colophons] by emperors, scholars, priests, and poets, among which the 
poems by Gh‘ien Lung are most in evidence. The artist himself has added two 
inscriptions, a lengthy one in verse referring to the Taoist dragon-legends, as 
mentioned above, and a short one, containing the date 1244 (when the picture was 
made) and the following remark about its fate: “Again this scroll Iras come into the 
possession of my nephew. Does not the divinely inspired thing surely find its 
allotted place—a Taoist’s abode?” 

A still more limited and definite speciality, which was cultivated by some well- 
knowTi artists, was fish-painting. The fishes, too, had a kind of symbolic significance 
to the Chinese, particularly the carp, which were emblem.? of virile strength, as 
they are able to svrim up the streams, and sometimes were said to change into 
dragons—a higher, more spiritual form of strength and inspiration. A famous 
Chinese story which, no doubt, is alluded to by many of the fish-paintings, tells 
about the carp which swam up the Ydlow River, leaped the rapids at Limg-men, 
and on the third day of the third month became a dragon, 

llie best known fish painters of the South Sung period were Fan An-j£n and 
Ch*en K*o-chiu, w ho both became tai chao in the Academy in the Pao-tu period 
(1253-1258),^ The latter is said to have painted his fishes as well as his trees and 
flowers with colours, while the former, who is known only as a fish painter, worked 
in monochrome ink techmque. He came from Gh‘ien-t'ang in Chekiang and was 
nicknamed Fan-t‘a (The Otter), probably because he was so famihar with the life 
in the w'ater, the fishes, the rushes, and the seaweed. There is a very fine specimen 
of his work in Mr. Mtirayama’s collection in Osaka, showing a whole family of 
fishes swimming among the seaweed, and a large crab at the bottom of tlie sea. 
[Sogm-mei^askUy pis. 39, 40}. A still larger picture (f, q m, square} in the Boston 
Museum, representing Two Carp kaping among IVaues, may possibly also be ascribed 
to him. (Pi. 92,) The fishes are painted exactly in the same style as in Mr. Mura- 
yama’s kakemono, and the picture has the quality and appearance of a late Sung 
work. It is indeed a most ^ectivc design executed on a large scale. The brush- 
work is strong and bold, revealing a great master’s hand. And here again, as in all 
the manifold creations of nature that meet us in Chinese art, it is the momentous 
life, the sweeping movement in the fishes and the waves, that make the core of the 
artistic creation. 

{7) Painters of Grape-mrie, Pium^blossoms^ and Pfarcisst 
Another branch of painting w'hich also drew new life fi-om Ch*an philosophy and 
its ensouling interpretation of every aspect of nature was flower painting, not the 

^ Ct'. iuflj turn lim-jtK Hsvtg Skih lit. 
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highly ornamental and minntely naturalistic kind of flower painting which was 
cultivated in Hui Tsung’s Academy, hut a freer, more impressionistic kind 
in monochrome ink by which the lift and spirituaJ significance of the flowers 
was expressed rather than their outward beauty. The favourite motives of most 
of these painters were plum-blossoms, the early messengers of spring, which have 
always held a particular place in Chmese art and poetry, but there were also 
painters who specialised in grape-vines or in orchids and narcLssi. The more 
gorgeous garden-flowera, such as tree-peonies, hibiscus, and lotus, which had been 
cultivated by the academicians, no longer held their place of preference with these 
painters. 

The greatest specialist of the grape-vine was the monk TzQ-wen, better known 
under his Aao, Jih-kuan. The records about him arc very scanty*; we arc simply 
tnibimed that he came from Hua-tMng in Kiangsu and lived in the Ma-nao 
monastery at Hang-chou (presumably about the middle oi the thirteenth centut)'). 
lie revelled in wine and in a life free from all conventional restraints, as did most of 
these monk painters, and appeared usually in short garments even in the market 
places. His mastery in painting the winding stems of grape-vines w’as supplemented 
by his skill in writing grass characters ; in fact, the compositions of his paintings 
would be incomplete wathout the running calligraphy among or above the tendrils 
of the vine. And as he painted the grapes and leaves in the same fluent manner 
as the grass characters, it was later on said with some reason, that his grape Amines 
resembled tattered priestly garments. He became know^n as “Wen-p‘u-t*ao" (Wen 
of the Grapes), which may apply to his fondness for their juice as well as to his 
speciality in painting. 

At least three of his signed works arc now in Japan, i.e. a horizontal scroll in 
Tenryuji in Kyoto, A Brunch o/' Viftf, formerly in die Inouye collection 230), 

and a somewhat richer composition of grapes in Mr. Nezu’s collection. The 
artistic significance of all these pictures is pre-eminently a matter of the free and 
strong brush-strokes by which the stems are rendered with all their characteristic 
jerkiness and elasticity, and the colouristic beauty of the leaves and the shining 
grapes is perfectly suggested. (PI 93 -) pictures seem to be written down like 
improvisations in the “running hand” style, and they are often completed whb 
some written poem. 

The painters of plum-blossoms, narcissus, and orchids were quite numerous, 
but comparatively little of their original works seems to have been preserv'cd. The 
mode of painting which they introduced is, however, well known, because it was 
continued by several prominent artists in the Yiian and Ming periods, and their 
extraordinary fame has survived in the traditions about their lives and works. The 
most prominent among them, such as Hua-kuang, Yang Pu-chih, and Chao Meng- 
chien, have also been made responsible for theoretical discussions of plum-blossoms, 
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SO called Mei P‘u, deaUng with the symbolic significance of the motives as well as 
with their pictorial representation. 

'fhe oldest among these plum-blossom specialists was a monk, Chung-jen, 
better known as Hua-kuang, a name which he got from the Hua-kuang shan 
monastery at Heng-chou in Hunan, where he spent most of his life. He was already 
active in the Yuan-jii era {1087-1093) and seems to have been a close friend of 
Huang T'ing-chien, who wrote poetical comments on some of his pictures. Yet, he 
is not seldom classified among the painters of Kao Tsung’s time and as a teacher 
and friend of Yang Wu-chiu, whose tz 5 was Pu-chih, a w^elt-know-n, plum-blossom 
painter of thb era. The Mei P*u, which b commonly ascribed to Hua-kuang, is 
provided with a concluding chapter, Tsimg-lun, by Yang Wu-chiu, who appears to 
have received his knowledge in the mysteries of this art from Hua-kuang. The 
e.\pIanation seems to be thai there w'ere two monk-paintera of plum-blossoms called 
Hua-kuang, i.e. the old Ghung-j^, at the end of the Northern Sung period, and 
a younger Hua-kuang, who came from the same temple, but lived in the Hui-Ii 
temple in Chinkiang in the Shao-hsing era (1131-1162). He must have followed 
veiy closely in the Ibotsteps of hb older namesake and transmitted hb ideas to 
posterity. It may be that the traditions concerning these two painters have been, 
to some extent, confounded. The Mei F'lt of Hua-kuang is certainly not older than 
the Southern Sung period, when Yang Pu-chih b supposed to have ivrirtcn hb 
concluding chapter. The composition of the treatise still offers some unsolved 
problems, but certain parts of it are interesting and well worth quoting as an intro¬ 
duction to our study of plum-blossom paintings, even though they may not be more 
than remote echoes of the Ideas of the two monk-painters.^ 

The first section contains certain biographical traditions about Hua-kuang and 
his way of painting, evidently composed by a later man (of the Yuan or Ming 
period ?). T^en follows the K*ou Chtieh (Remarks about the Secret of the Flowers) 
and the CV/'fi fJslang {The Meaning of their Shapes); the third section is the Tsung- 
lun (The Summing up or Concluding Remarks) by Yang Pu-chih; the fourth is 
called Hua-kuang Chik-mi (Hua-kuang"s Infatuation), the fifth Pu-ekik Ckien-nan 
Cnie Difficult Points of Pu-chih). ITie whole thing seems to be a compilation 
without Strict unity or logical sequence, though based on tradition and sayings of 
these old painters. A few' extracts are here communicated;— 


’Tainting of plum-blossoms in monochrome .started with Hua-kuang, The virtuous 
old man was extremely fond of plum-trees. He planted a great number of such trees at 
his icmple retreat, and when they were in bloom, he removed his couch under the 
trees and lay th^e chanting poems the whole day. When the moon was bright he 
could not sleep, but l^ked at die play of the happy and lovable shadows on Vhe 
wmdow, imitating their shaj^ with the bnish. When morning dawned, hb pictures 
were filled with the thoughts of moonlight—exquisitely beautiful. They became 
appreciated everjnvhcre. When Shan-ku (Huang T’ing-chien) saw the pctuies, he 

/ ^ Rep™- Mn /». in ..'n,* W* 
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said: *They give me the impression otwatkitig in a cool and clear morning among some 
peaceful farmsteads; only the odour is missing/ Many scholars and oflfidais ask^ him 
in vain for such pictures, but on the other hand, tiiosc who did not ask received them 
easily. 

“Whenever Hua-kuang painted, he burned incense, entered into the happiness of 
perfect Cli'an (meditation], and then completed the whole thing with one sweep of the 
brush. Someone said to him jokingly: *Wang Tzu-yu of old liked bamboos; why do you 
have such a weakness for plum-trees?* To which Hua-kuang answered gravely: 'Their 
beauty can never be esteemed equal,* an answer which pleased those who heard it 
very much. The older he grew, the more wonderful became his work. At the time 
tlierc were six men who followed his school, and one among them was Yan^ Ri-chih. 
Famous oflicials and scholars composed thousands of poems in admiration of his 
works. During his whole life he did more than 1,200 pictures, but when he passed 
away, he left behind to Shan-ku only his cap, his girdle, his table and stool, and some 
unsurpassed pictures.'* 


Remarks about the Staet of the Flowers 

“Tlie secret and characteristic features of plum-blossoms can be expressed only 
with a firm brush-stroke without the least change or hesitation. The flowing ink should 
be u.sed both tliick and thin but must not form waves. Start the brush and then let it 
go with case. Some strokes should come forward, drooping and bending, others 
should rise as if looking up towards the autumn moon, some should be curved as a 
drawn bow, some bent as an elbow, others straight as an arrow. 

“llie old (branches) are like dragon’s horns, the young ones like angling rods; 
make them with force as you break a nail - The twigs are straight as bow strings. 
Avoid making the young twigs like willotv branches,' the older twigs resemble whips, 
the cur\'ing twigs are like deer’s horns. 

“Do not use too many strokes; the branches must not cross each other, ilte flowers 
should be made out like large coins. They may be clustering in some places; yet, without 
confusion; in other places tlicy should be arranged in order; yet, without too much 
regularity. The old ones and the young ones must be according to their fashion; the 
new ones and the former ones di^dded by a year. 

“The waste branches have no flowers; on the strong branches the flowers point 
towards the sky. The decaying flowers are like old eyes. One tliom may form a 
connection between two (flowers). The decaying twigs have many thorns and the 
black twigs likewise. The twigs which are like iron spears have no perfect flowers. 
Some flowers are doubled by grovsing logetlicr. Tlie branches stretch to the rear and 
to the front; the flowers arc divided like the holes in cash money, 

“The stamens are like tlie whiskers of tigers; the flowers are weeping dew or hold 
the mist in their cups as if they were w'ailing and lamenting. They can stand the snow 
and the freezing cold. Some open big, some small; some stand upright, otheix lean 
more or less towards the side. They announce the very beginmng of the spring. 
Blushingly they turn away their shapes and smiling faces from the sun. They spread 
wide open, and then begin to fade—they are the very first messengers of early spring. 

“ When the calyx turns away, it shows five points; when standing upright, it forms 
a circle. It smiles in the spring to the sun. The buds make strings of pearls; tlicy are 
protected on all sides against the cold and the bidng mist, wtJl preserved until spring 
makes them open. Then come the butierflics and b^, and after them the spreading 
wind which snakes the stalks. Thus the lifc-cycic of the flowers is completed. But 
from the time lliey open until they fade away, they e.spress their love most brilliantly. 
. . , Try to represent these flowers in their endless variety and to grasp their real 
essence. The rules for doing it arc by no means easy to apply." 
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The following section “ The Meaning of the Shapes’* is devoted to a highly 
philosophical discussion of the correspondence between various parts of the plum- 
trees and the fundamental principles in natiu'e*— 

The flowers pertain to the Yang principles and are symbols of Heaven, while the 
wooden parts of the tree pertain to the Yin principle and ate symbols of tlie Earth. 
Consequently the different parts of the flowers, such as the petals, stamens, secti-casra, 
and pistils, follow odd numbers, but the wooden parts, branches, and twigs, spread in 
the four directions and divnde in even numbers. And there are further symbolic 
correspondences with such cosmic manifestations as the t^ai chi (primordial nature), 
the jflw ts'ai (the three great forces), tire five elements, the ‘seven regulators’, the pa 
kua, etc., which evidently are inventions of some speculative mind far removed from 
the view-point of any genuine painter. The whole section may be a later invention. 

The concluding remarks by \"ang Pu-chih have a more direct applicadon on the 
painter’s work; they refer to the appearances of the flowers, die branches, and the 
trunks under different conditions, but they arc of a rather simple kind and of no 
importance for the appreciation of the pictorial representations of plum-blossoms. 
Yang Pii-chih or Yang Wu-chiu was a painter in the dme of the Emperor 
Kao Tsung, who followed Hua-kuang in his flower-paintings and U Lung-mien m his 
figure compositions. He was commonly known under his tzS, T‘ao-ch‘an, but called 
himself ‘Tlte Pure Old Stranger'. When summoned to court, he paid no attention to 
the imperial command, but remained at his temple retreat delving into Ch*an 
practices and in tlie painting of exquisitely pure and fragrant plum-blossoms.^ 

A better-knowTi artist w'as Chao Meug-chien, Tzii-ku, ka<?, I-chai, who 
specialized tn narcissus flowers, though also painting plum-blossoms, orchids, and 
bamboos. He was related to the imperial family, and the early part of his life was 
divided beriveen official duties and romantic enjoyments of a rather origina] kind, 
but towards the end of his life he sought his refuge in solitary meditation among 
the flowen, following the example of T'ao-ch'an. Tzu-ku pas.'tcd his rAin shih degree 
in 1226, and was considered one of the most cultured men of hb time, comparable 
to Mi Fei, and prominent in caJh'grapby and poetry as well as in painting. In 
1260 he became a member of the Han-hn Academy and served then as a governor 
of Yen-chou, but when the Sung dynasty finally succumbed to the Mongols (1279) 
his role in official life was ended. He retired to Hsiu-chou (Chekiang) and lived 
there to the age of 97 years. 

Chao Meug-chien’s greatest pleasure in life was to travel about in a house-boat in 
the company of some artbt friends. Time was passed in discussing fine specimens of 
writing and painting, which they brought along, or Tzu-ku was chanting poems to hb 
heart’s desbe, completely forgetful of both food and sleep. "Sometimes he look off 
his cap, filling it like a tumbler with wine and sat down in a squatting position singing 
the JCi .SfltJ,* quite umtundful of everybody around him. When night was approaching 
and the sun was setting behind the solitary mountain, the boat was row^ to the 
shore and moored among the trees. Pointing to the darkest spot of the forest at Uie 
foot of the mountain, he exclaimed aloud; "This b what Hung-ku-izu (Ching Hao) 
and Tung Pci-yuan liked 10 paint”; and the people in the neighbouring boats were 

* CT Simg USaa i-lai Hiing SkiA Eh. 

* The famous poem of Ch'U Yuan, the baniBhed miaister of the Ch'u state, who when he did not succeed 

In winning the car of his sovereign, drtnmcd hinaelf in the Mi-lo river m 205 a.c,—a sonc evidentlv tt,™t 
Ailing for the watery Qccursioos of Taurku, ' 
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all startled by the truth of these remarks from the banished sage. He specialized in 
painting with light ink in rite pai miao style narcissus, pi urn-blossom, orchids, ihan* 
Jan-irecSf bamboo, and stones, and he also left to the world a Met P^u (Treatise on 
PJ u m -blossoms). ^ 

Tbe treatise, w'hich is written in rhythmic style, does not conttiin any fresh ideas of 
particular interest. It opens with references to the Ch'an master Hua-huang, “who 
reached the clear beauty and harmonious proportions” of the flowers, and to his 
successor Chicn-an, “who reached the light and easy manner of composttion,” and it 
winds up with some observations about diflerent aspects under which the bjossoming 
branches may be rcpiescntcd, as for instance; surrounded by swarms of bees, covered 
by melting snow, hovering above the waves, or in the dim light of the rising moon; but 
the general hints for the use of ink and brush in painting tlie plum-trees are less 
systematic and exhaustive than those in the treatise quoted above. Chao Meng-cliien 
does not bring any references to Taoist philosophy, but his attinide towards the subject 
is characterized by the same poetic feeling as that of his predecessors, as may be 
realized from the following remark at the end of his treatise: “The flowers should 
make one feel the approach of spring or as if walking in a heavy rain.” 

Chao Meng-chien is still considered by his countrymen as one oi' the greatest 
masters of the past, an appreciation which, no doubt, in this, as in so many other 
cases, is based on the tradition about hU accomplishments as a scholar and a 
calligraphiat more than on his painted works, The paintings of his which have been 
preserved all represent wild narcissus, or what the Chinese call water-fairy flotv'ers 
{shui-ksien Atia), executed in a very neat and pure style with a line brush and light 
ink on greyish ]>apcr. They reveal a remarkable intimacy in the cliaractcrizatiun 
of ihe flowers and great technical skill, a wonderful purity of line, but they can 
hardly be called very important as works of pictorial art. They impress us like 
very simple lyrical poems in winch the same symbols and metaphors return almost 
ad injmilum. The long scrolls of his narcissus flowers, of which one is preserved in 
Wui-hua tien of the Nationai Museum in Peking (measuring 21ft. 6 in.) and 
another belonged to the Imperial iVlancfiu Household collection (published In 
photographs in Peking], become rather monotonous by the continuous repetition 
of the same motive: Tufts of narcLssi w-ith long bending and curving leaves and 
W'hite flowers which turn in diflerent directions but always retain their somewhat 
empty appearance. In the minor pictures, where the motive is represented in a 
more concentrated fashion, he shows himself more to his advantage, as the re line¬ 
men l and purity of the brush-work is not weakened by repetition. (PI, 9.]^.) 
Here one may fed with An Lu-tsun “the pure breath of the llovvcrs and a brush- 
work light as a play”.^ The poem which Chao Meng-chien himself had written 
on the picture mentioned by An Lu-tsun, gives in all its simplicity the best idea of 
liis inspiration: “The summer month of Heng-haiang* is hot and steaming; the 
lonely flowers spread their fragrant odour, refreshing men with their pure breath. 
I brought along some plants to Chekiang. One year has jiasscd—^and now two 
stalks are blooming.” 

’ From HvaShiH fitti Tao, quoted tu Sim Hua voj. Hh trcatiae m trol. 15oTtbe lame book. 

* Mo YSmt Hut Kuun. 

* H^Dg-halang signifies probably Heoft-chou ia Hunaa. 

Voi™ «.— 
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.Another painter recorded in Sfat Hua P% whose worlis may have been some¬ 
what similar to those of Chao Meng-chien, was Cheng Ssu-h.siao, So-nan, also 
called I-weng and San-wai Yeh-jen. He painted orchids with their roots in a 
fine ink style. After the fall of the Sung dynasty he lived in reuremcnt m a viUage 
in Kiangsu and continued his work as a painter. He, too, was of the old proud 
scholar type, as we may judge by the answer that he g^ve an ofTiaal who Md hjm 
arrested in order to obtain some specimen of his painting: “You may have my 

head, but you shall not have my orchids.” ^ 

The type of plum-blossom paintings described in the above quotations from 
Hua-kuang and Chao Meng-chien is well illustrated by two scrolls recently 
acquired by the Freer Gallery in Washington, The older of the two pictures 
represents a horizontal section of an old plum-tree with far-spreading branches 
dotted with fresh ftow-ers. It is e-xecuted in ink on silk in a very careful and refined, 
though somewhat dry manner, not very unlike that of Chao M£ng-chien s narcissi 
paintings, but it is signed by a less known painter; [Wang ?) Yen-sou, who was abo 
active tow'ards the end of the Sung dynasty. (PI, 95 *) bike so many others of these 
artists he used to watch the shadows of the flowers on the window in the moonlight 
(as appears from some poetic comments to one of his pictures in Shu Hua Hui Kao)i 
Lid he drew them so well that not the least difference could he observed between 
the paintings and the shadows. Thus the natural charm and life of the flowers 
were retained in the pictures. 

The other scroll is a famous work by Tsou Fu-lei of the Yiian dynasty who, 
however, followed very closely in the footsteps of Hua-kuang and consequently 
may be mentioned at this place. It bears the tide Ch*m Hsiao Hsi (The Breath 
or Inspiration of Spring) and represents a long branch of a plum-tree sparkling 
with fresh flowering twigs and ending in a thin wiry sprig that shoots out like the 
trace of a sky rocket over a third part of the whole scroll. (Pis, 94^ 9^0 
description of this picture in Mo TUmt Hui Kuan it b said that “the flowers arc 
touched in like pearls and from the nnain branch projects a twig, more than 
2 ft, 8 in. long, which is painted with one single stroke. It is beautiful and 
gleamlngly fresh, vigorous and strong, a most wonderful and unsurpassed thing ’. 

Tile virtuosity of the design may seem exaggerated, but it would be difficult 
to point out a picture exhibiting a more Impetuous and easily flowing brush-stroke, 
Tsou Fu-lei is not recorded as one of the greatest masters of his time, but thb 
work of his may be regarded as the last perfection of a type of painting which had 
developed during the South Sung period and which expressed moat beautifully 
some essential qualities of Chinese ink-painting. If Tsou Fu-lei could learn such 
mastership from the works of the old monk Ghung-jen (Hua-kuang) he too must 
have been a painter of rare excellence. 

Tsou Fu-iei’s picture ia provided with a great number of coitector’s seals, among 
which the Emperors Chia Ch'ing’s and Ch‘ien Lung's are most in evidence; the 

» Cf. ChuKgSato Jfn Ming Ta Tt'ii Tiffl, p. and Giles, op, dc, p, 1416. 
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latter also provided it with a poem that poorly balances that of the artist 
himself^ at the other end of the scroll, in which he offers the IbUowng text to the 
motive of the picture:— 

** I stay ia the straw-covered hut awaiting the spring’s return, 
calling the cold moon to maie a match for the old plum, 

A thread of smoke disappears—and the empty room gets cold.^ 

Some traces of ink as a record of the shadows on the wmdow. 

Written in the autumn of the year 1360, In the following year his friend ^ang 
T‘ieh->'ai wrote a colophon on the picture in large grass characters and several 

others were added later. 
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THE YUAN PERIOD 

(i) Tki MiW Political BiJ^kground. The European Travelkrs 

The ^adual conquest of Northern China during the early part of the thirteenth 
ccntur>' by the Mongols must have had a diverting Influence on the artistic activity 
in that part of die country, and as the conquerois progressed soudnvard, something 
of the same restraint became, no doubt, felt over wider areas, even though the 
South never suffered as much from the Mongols as the North* Painting in 
particular was, indeed, more firmly rooted in Hang-chou than in Peking, and the 
old current wras never completely hemmed or dried up here, though it became 
thinner for a while. It was in the North that the new conquerors destroyed most 
and also made their greatest efforts of reconstruction. 

The early part of their activity in China was entirely destructive. When they 
conquered Yen-ching (Peking), the great capital of the Chin emperors, in 1215, 
the city w'as completely sacked and destroyed; and it took almost a generation 
before they started to build a still finer capital on the same site* The Chin emperor 
had shortly before moved his court to Pien-Hang (K^ai^ieng), the old Sung capital 
in Honan, and made great efforts to strengthen the defences of the country with a 
hope of checking the ruthless invaders. For some time it seemed as if the further 
progress of the Mongols were frustrated, but at a critical juncture the Chinese 
played off their former enemies, the Chin, and opened the way for the Mongols 
right into the heart of their old country. The immediate result of this became the 
fall of Picn-Iiang (1233) and a few months later the complete extermination of the 
Chin domination in China. 

The rejoicing of the Chinese over the defeat of their old enemy was great, but 
short. The Mongols were by no means satisfied with the portion of the country 
that they had obtained, they continued their march towards the South, pushing 
their former ally before them. As they progressed, it became a struggle for life 
for the shrinking Sung empire. Many successful battles were fought by valiant 
generals; the resistance was stronger than the Mongols had expected, but intrigues 
and personal jealousies among the officials spoiled the defence, and gradually the 
military resources of the country gave out. Another important reason for the com¬ 
paratively long delay in the conquest of Southern China was the fact that the 
Mongol rulers were diverted from it during several years through other wars in the 
North. It w^as resumed only after Kublai Khan had proclaimed himself emperor 
of China {1261) and started to reconstruct a new capital of the Mongo! empire on 
the site of Yeii-ching (1264), i.e. Khanbalic (the city of the Khan) or T*ai Tu (the 
Great Capital) which, according to Marco Polo’s sometvhat exaggerated statement, 
measured 66 li in circumference and had streets “so wide and straight that you 
could see right along them from one gate to another”. It became, indeed, a capital 
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of the world after the govemmenl was established here under the name of the new 
dynasty: Yuan (Onginal) in 1271. 

Kublai Khan was now free to direct his eflbrts on the conejuest of the Sung 
empire, and this was speedily accomplished. The cities along the Yang-tzu fell in 
1273, and three years later Hang-chou was forced to capitulation. The Emperor 
Kung Ti, who w'as hardly more than a boy, was sent as prisoner to Khaiibalic, but 
two of his brothers had managed to escape to Fu-chou, One of them resumed here 
the imperial title, but he was hardly more than a sham-ruler, and all he could do 
was to save himself before the pursuing conejuerors. The last stand was made by 
tw'o faithful generals on an island off Canton, But it was invested by the Mongol 
fleet and taken by storm (1279). Tlie only surviving general took the boy-emperor 
Ping upon his back and leaped into the sea. 

It is said that more than i DO, 000 Chinese corpses strewed the waves as 
companions of the last scion of the House of Sung.' The number might well have 
been greater, had there been more p>eop!e present, because in spite of all its political 
shortcomings, its defeats and weaknesses, the Hou.se of Sung had grown into the 
hearts of the people. It represented m an eminent degree many of the most human 
and lovable qualities of the Chinese people, and during its reign there had been 
many remarkable efforts of political improvements and social reforms besides the 
brilliant flourishing of literature and art.* With the extinction of the d)'T!asty all 
this w'as brought to an end; the flickering light was blown out, China became 
henceforth a repository of the past. It had still its periods of political greatness and 
of artistic production, but the creative power, the spiritual initiative, which was 
manifested in China during the previous centuria, was never to be regained. 

The Mongol rulers would, however, gladly have seen more of the old Chinese 
civilization with its glamour of literature, poetry, and art revived in so far as it was 
compatible with their system of government. They were all more or less interested 
in the religious and philosophical traditions of the country; the later among them 
became more and more Chinese in their mode of thinking and Living, Kublai 
Khan was personally most attracted by the Lamaisuc form of Buddhism and kept 
in close touch with some of the high lamas of Tibet, but he gave practically every 
religion then existing in China a free chance, which was most notably felt among the 
Christians who now increased in large numbers. His successors, with the exception 
of the last and tlie most incapable, all showed a great veneration for the Confuctan 
doctrines and ceremonies; they issued edicts commending the Sage to the Mongols 
as well as to the Chinese; they ordered the Classics to be translated into the 
Mongolian tongue; they conferred honours on the families of Coafucius and 

^ Cn Maegowaoj Impfr. qf Chbm^ p. 435. 

’ A Chinese liktorlu, quoted by MticgownTE, writcBi “'Fhe Simg gained the empine by the sword and 
Icepl it by lundiicss. Their goodnera to die people was not tinged enaugh with ^rverity, md so the kingdom 
waa snatched fhim tlietn. Stilly through it the empire was maintained for one hundT^ and fifty years after 
it seemed to have slipped from their grasp, and it caused such men as CShang Shih-chteh and Wen T^icn- 
hi»ang {the two last deFendefS of the country') to cling to the vety last, and finidly to give their lives for tbtm " 
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Mencius; and one of them showed in his own life memorable examples of filial 
piety. Their respect or even admiration for the learning and civilization of the 
Chinese was sincere, but the pohdcal safety of the state was, at least with most of 
them, the primary' consideration. This is clearly LUostratcd by the fate of Wen 
T'ien-hsiang, one of the foremost of the old Sung scholars, who also was considered 
one of the best callijgraphists of the time. Kublai Khan had a great admiration for 
the man, irrespective of liis rebellious activities, and wanted nothing better than to 
show him grace and honours, if he only would swear allegiance to the new' dynasty, 
but when Wen T^ien-hsiang was brought before the emperor and urged to submit, 
he answered: **By the grace of the Sung emperor I became a minister; I cannot 
serve two masters; I only ask to die.” It is said that Kublai Khan hesitated, but 
for reasons of state, Wen T‘ien-hsiang was sacrificed, to the immense sorrow of the 
Chinese, who counted him as the greatest surviving scholar and patriot. 

Kublai Khan knew only too well that the foundation of his empire was mihtary 
pow'cr and organization, and consetjuently, as explained by Marco Polo, having 
no confidence in the natives, he put aU authority into the hands of Tartars, 
Saracens, or Christians who were attached to his household and devoted to his 
service, and were foreigners in Cathay.** Messer JVIarco, who himself had been in 
the service of the Khan, expressed, no doubt, the plain truth when he wrote: And 
you should know, that ail the Cathayans detested the Great KJian s rule, because 
he set over them governors who were Tartars, or still more firec[ucntly Saracens, and 
these they could not endure, for they were treated by them just like slaves. 1 his 
system of government held together only as long as there a man of commanding 

power and justice at the head of it; when the supreme rulers began to weaken or to 
neglect the government, their unscrupulous assistants got a freer hand to oppress 
the people and to cause an ever-growing irritation, which prepared the ground for 
the final downfall of the dynasty through the popular revolt organized by the cx- 
priesl Chu Yuan-chang, who in 1368 became the first emperor of the Ming 
dynasty. 

A fbature of particular interest in the development of the cultural condmons 
in China during the Yuan dynasty w'as the increasing intercourse between the Far 
East and Europe. It had many kinds of supporters, Chinese traders and Mongol 
envoys to Western countries, but those w ho have become best known are some of the 
Cliristian monks, who came to the Mongol empire as envoys of the popes, or on 
their own account, and who have left to posterity records of their travels. The 
earliest was Giovanni da Plan Carpini, who started in [24.5, and after a slmrt and 
unsuccessfitl visit at the Mongol camp in Karakorum came back to Rome in 1 247* 
William de Rubruck followed in 1254, but he, loo,returned after a short stay. The 
work of the Clhrisdan church was not seriously organized in China until Giovanni 
da Monte Corvino arrived IS93 in Khanbalic (the year before the death of Kublai 
Khan). He reniaincd here for thirty-five years and became the first archbishop in 

China. With the assistance of four suffragan bishops he built up a large Christian 
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communit)^ with churches decorated by Chinese painters, and became widely 
known as a '"man of God”« beloved by both Christians and pagans. But it is a 
remarkable fact that with the fall of the Mongol power (1368), the Chrisdan 
community in China shrank again almost to nothingness. 

The most Important source for our knowledge about conditions and customs in 
China during the Great Khan's rule is, however, \larco Polo's well-known account 
in which he relates not only his own but also his father's and Ms uncle’s adventures 
and observations during many years of travel across Asia and in the Far East. The 
older Polos, Niccolo and Mafleo, made two journey's to the East (in 1260 and 1271], 
and on the latter they were accompanied by the young Marco. He won the 
confidence of the Great Khan and was entrusted with official missions w'hich took 
him all over the country, and gave him excellent opportunides of studying 
conditions in general. He lived in CMna for over twenty years, and when he. later 
on, through the fortunes of war, sat in a Genoese prison (1298) and told hts 
recoUecdons to a fellow prisoner (who wrote them down), he lived again in 
imagination through all those long years of travel and service under the greatest 
ruler in the w'orld. His story became thus a richly ornamented tissue of historical 
facts interwoven with the colours of his imagination, which sdll make it one of the 
most fascinating books that ever were written about the tv onders of old Cathay. 

But unfortunately Messer Marco has nothing to tell about the painters and 
artists of the period. If he met any of them, they evidently did not impress him 
particularly. He was neither a scholar nor a painter, he could certainly not read 
Chinese, and if some of the pictures executed in ink or w’ater colours came under 
his observaUon, they seemed probably too strange or perhaps too slight to a man 
who had grown up among the gold-shiminering mosaics of Venice. In spite of his 
intelligence and keen observation, he was as yet the representative of an inferior 
culture, lacking in the intellectual and ardsric refinement of the Chinese, and hardly 
able to understand the spiritual sources in the life of the people. And it may also be 
remembered that the painters of this period no longer held the promincni positions 

court or in the social life of the capital as often had been their privilege under 
the Sung dynasty. It is true that there were exceptions like Chao Meng-fu, Kao 
K‘o-kung, Li K‘an, and a few more, who reached high portions in the government, 
but their artistic occupations were no longer a reason for official promotion, as in 
earlier times, but rather a pastime or a recreation, and those who loved art more 
than official recognition, retired into seclusion far from the haunts of the turbulent 
world. 

(2) Religious Paintings 

In the South, where painting had deeper roots than in the North, it lived on 
very much as before; the change of govemment did not affect it, except in so far 
as it was dependent on official support. Religious art, in particular, which was 
centred at certain important temples or monasteries, continued along the same 
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lines as during the Southern Sung dynasty. We had occasion to point out this in 
reference to tlie Ch*an painters, whom we followed dow'n into the Yuan period., 
and also in regard to the more formal school of Buddhist painting which was 
centred at certain monasteries in Ning-po. M<Kt of the painters who carried on 
this kind of art may have been monks, but otheiB, like Lu Hsin-chung, were 
professional men, and they painted their Lohans in accordance with the 
characteristically Chinese types which had been introducecl by Li Lung^mien. Lu 
Hsin-chung’s pictures of the Ten Kings of Hell, of which four are in the Boston 
Museum and the rest in Daitokuji in Kyoto, are of a more didactic or purely 
illustrative character, yet, decorative by their rich colouring,* This kind of 
religious painting was evidently continued through the fourteenth century at 
Ning-po and thereabout, but it tbinned out gradually as the demand for such 
things decreased. A very good series of Lohans, executed probably at the very 
end of the thirteenth century, may be seen in Ryukom at Daitokuji. The pictures 
are all provided with inscriptions by the monk Issan (1247—1317), who came to 
Japan in 1299, and presumably brought the pictures with Iiim (Abiid, 286). The 
^hans are still of the traditional Sung type, but the compositions, sometimes 
including several figures, are more varied than in the earlier Lobaii series. 

A reaction against this tradition became, however, manifest at the beginning of 
the Yuan period in the w'orks of artists who were not connected with the Ning-po 
centres, Chao Meng-fii painted Lohans with foreign types in adherence to mt^els 
of the T'ang period. His scroll representing the Sixteen Lohans is no longer 
preserved, but according to his ow'n inscription, which is quoted in Ck^ing-ho Sku 
Ilm Fungi he followed Wu Tao-tzu’s pupil Lu Leng-ch'ieh and represented the 
Lohans not as Chinese monks, but as people of Western countries, whom he had 
seen and befriended while he was serving as an official in the capital. The only 
Lohan pictures known to us which may possibly be quoted as examples of the Indian 
or Ceiitral-Asiaiic type, reintroduced by Chao Meng-fu, are those of the Tokaian 
Collection in Kyoto which, even if they are not originals, reproduce carefully 
compositions of the Yiian period (JTflMa, 311). They represent tj^pes absolutely 
foreign to Chinese ideals; the figures stand isolated without any scenery, curiously 
stiff and wooden. 

Somewhat akin to these in type, though more important as works of art, are the 
Lohans, which in Japan are ascribed to Yen Hui, an artist who is practically 
forgotten in China, but whose name is resplendent with fame in Japan. The 
Chinese sources tell us simply that Yen Hui, whose tzu was Ch‘ju-)’ueh, came from 
Chiang-shan in Chekiang, and that he was a good painter ofTaobt and Buddhist 
subjects; “he painted also devils very cleverly, making them quite life-like.” There 
are no signed pictures by him, but according to tradition, he would have painted 
the Sixteen Lohans formerly ui the Hushakuji (temple) in Y'amazaki, and now in 
hlr, Murayama's collection in Osaka (AoAAa, 279). The pictures are altogether of 

* Cf. Chinsst P^inting^ Aiimiam CQUietiQn^ pli. and Kakka^ i75h 
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a bolder type than those of earlier Sung tradition; the figures, which are placed on 
rocky ledges or in grottoes—like those of Knan-hsiu—are ver)’ large in proportion 
to the space, and their types are distinctly Western. (PI. 97.) They are painted 
in a rather flat manner but with eSifCtive use of colour and gold in the 
garments. Their connection with the Li Lung-mien school (sometimes claimed by 
Japanese critics) is indeed very superficial; they seem to me expressive of an entirely 
different spirit, more realistic and less refined. Their fame in Japan is also 
illustrated by the fact that they have been copied (with slight variations) by 
Japanese artists of the Kamakura period, as may be seen in the series of Lohans in 
Kenninji in Kyoto; which are attributed to Rybzen Kao. It may be added that 
the same type returns also in Lw'o Lohan pictures in the Boston Museum, which have 
sometimes been called Japanese, sometimes Chinese of the Ming period. 

The most interesting example of the Yiian period Lohans is, however, the 
picture reproduced in Kokka, 337, which, according to the inscription, w^as executed 
in the Chih-cheng era (1341-1367). It shows a further development of the same 
strongly realistic characterization as we noticed in Yen Lohans, an intensifica¬ 
tion of the dramatic expression. (PI. 98,) Tlie hoary old man with white hair and 
busby eyebrows is seated in a contracted position in a large chair of tree roots; Ills 
enormous hands are lifted and folded as if he were praying or greeting some invisible 
presence, and his shrunken face is illumined by the glow' of a deep and searching 
spirit. Compared with the Lohans of Kuan-hsiu, he looks almost like an ordinary 
human being, but at the side of the peaceful Chinese monks, who appeared as 
Lohans in the Sung period, he is like a hermit consumed by holy fire. .Another 
Lohan picture which may have belonged to the same series belongs to the Museum 
in Boston (12.884). Th^ is somewhat younger, but also of foreign race, and he 
sits in a similar chair of tree roots, holding in his hands a reliquary in the shape of 
an Indian stupa, while a Chinese official is kneeling at his feet. 

Yen Hui’s name is traditionally attached to several other pictures in Japanese 
collections of somewhat varying style and execution. The two imposingly large 
and powerful Taoist hermits, Ha-ma and T*ieh-kuai, belonging to Cliionin, but 
usually preserved in the museum in Kyoto, are executed in the same fashion as the 
Lohans vrith strong brush-lines and a sparing use of colour (Tqyo, ix, pis. 114-17). 
Their extraordinary fame may, to no small extent, have been caused by the fact 
that they have served as models for several painters of the Kano school, who were 
particularly attracted by the bold and sw'eeping mannerism of such paintings. 
(PI, 99.) The praise bestowed on them, for instance, by Omura could hardly be 
carried further: “Tile brush is handled in a mighty and forceful manner, and the 
work evinces abundant life, w^bile the almost supernatural spirit makes us feel as if 
we were about to be attacked by some uncanny spirit; they are truly good enough 
to be called the greatest works of hundreds of generations. WTtenever those great 
artists, Cho Densu, Motonobu, Tanyu and others of our country depicted these two 
hermits, they always took their models from these pictures,*’ ^ Unfortunately, the 

^ Cf. Tojtr Btjutsu Teikuisn, vol. ix, lexl p. 33. 
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said mastCES were sometimes too prone to substitute boldness of brush-work, size, 
and efiect for artistic significance. 

Distinctly superior as works of art are the pictures executed In a floating ink 
style, akin to that of the Ch*an painters, which are also attributed to Yen Hui, for 
instance the Taoist Immortals Han-sban and Shih-te, formerly in the Kawasaki 
collection in Kobe ix, io8, 109), and the meditating Ch‘an monk in the 

Boston Museum. {PI 100.) They exhibit brush-work of unusual vigour and more 
spontaneous expression than the large pictures in Kyoto, though the addition of 
some white and reddish tones in the Kawasaki pictures reveals a striving for 
outward cflect that hardly stands in harmony with the traditions of Gh'an painting, 
I'he meditating monk in Boston is a less pretentious and also less well-preserved 
painting. The thin washes of ink and colour have completely sunk into the loose 
texture of the silk, so that the figure has got an almost shadowy appearance. But it 
is nevertheless powerful and of remarkable concentration in execution as well as in 
the characterization of the man. 

It seems also that not a few of the important Buddhist pictures executed in the 
Yiian period were free repetitions or imitations of famous originals by T'ang 
masters whose names are often attached to these pictures. Best known among them 
is the monumental trinity representing Shakyamuni, Manjusri, and Samantabhadra 
in Tdfukuji in Kyoto and the white-robed. 4 valokitesvara inDaitokuji [Kokka^ ^ 79 )» 
which were all mentioned in the chapter on Wu Tao-lzti, because they arc 
supposed to reproduce works of the great T‘ang master. They belong to the fore¬ 
most class of Buddhist paintings still preserved not only because of their splendid 
designs but also by the masterly brush-work. In this respect they may well stand 
a comparison with Yen Hui*s paintings. Another rather important picture, though 
of Taoist rather than BuddhLt import, Is the Chung K^uei in Marquis Inouye’s 
collection, which is also said to be after Wu Tao-tzil’s design, and executed in the 
Yiian period.* The same tradition is attached to the three interesting pictures in 
the Boston Museum which represent Taoisi Deities of Heaven^ of EsrtA, and of fVaierJ 
They arc most unusual compositions, w'hich may have been inspired by some mural 
paintings by Wu Tao-tzu, but executed in a somewhat dry foshion with more 
insistence on the ornamental quality of the lin« than on their life-movement or 
rhythmic expression. This kind of work was evidendy produced quite abundandy 
in the Yiian period, and possibly also at the end of the Sung. 

There are a number of religious pictures reproducing earlier designs, but 
executed in the Yiian period; the museum in Boston possesses both Bodbisattvas 
and Lohans which seem to fit the case, but their artistic merits are generally not 
very great. Sonic of them are closely akin to Japanese works of the Kamakura 
period.’ 

* ReprexJutfsd In colour iri Kokka, 2 ^Q, 

* Gf. Chin^iw Paintings in JrrMfr. pb- ^5, 96^ 97. 

^ Cf. Chinssf Paintings in CatLf pb. gS, 14B1 1:^8* i79p 
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Besides this type of painting, based on earlier originals, there were Buddhisi 
pictures of a new hieratic kind in w'hich the MongohTibetan influence 
apparent. It should be remembered that Kublai Khan called m one of the high 
Tibetan lamas to serve as head of the official religion in the capital, and encouraged 
the erection of lama temples w-ith all their paraphemaUa of ritual objects and 
paintings, A special inspector was appointed to control the execution such 
“ Indian" paintings, as they were called by the Chinese, which now were produced 
in great quantities. Few of the early ones have been pressed, but their designs 
have become well known through masses of later repetitiom.^ As this kind of 
religious pEunling enjoyed imperial support and recognition, it is natural that it 
also exercised a certain influence on the artistic activities of the Chinese. The 
results became sometimes quite successful; some of the hieratic Buddhist pictures 
of this clas! are distinguished by unusual decorative beauty and ornamental 
refinement without being individual w'orks of art in a stricter sense. Excellent 
examples may be seen in the Boston Museum, to wit, Buddha seated on a ehuriot^ 
drawn by a bullock among stars and constellations, and Buddha txpomding the 
iaui, surrounded by the Great Bodhisattvas and Devas. [PI, loi.) They are 
executed in colour with rich ornamentation of gold, which seems to reflect the 
abstract beauty of the celestial spheres. It is an art far removed from the world of 
material illusion, but impressive as the festival hjTnns chanted by the monks in 
honour of the cosmic deities. 

(g) Reactionaries and Traditionalists 

The foremost official representative of painting and calligraphy in the reign of 
Kublai Khan and of his three successors was Chao Meng-fu, often called by his 
tzu, Tzfr-ang, or by his hao, Sung-hsueh Tao-jEn (The Sage of the Pines and the 
Snow). He made a briUiant official career and became famous; consequently 
his life and work have been abundantly recorded by Chinese historians, but space 
does not permit us to include here more than a few relevant points firom the 
Chinese sources. 

He was bom in 1254 at Hu'chou (Chekiang) as a member of a noble family 
descending from the first Sung emperor; was educated in the imperial college in 
Hang-chou and retired into private life on the fall of the Sung dynasty. But a few 
years later (1286) he, like a score of other scholars, accepted an invitation to 
appear at the Mongol court, and was soon found to be a very able administrator 
b«ides a great painter and caliigraphist. Consequently he was appomted Secretary 
to the Board of War and later on (1316) he was honoured with a high post in the 
Han-lin college. After his death, in 1322, he received the posthumous title; Duke 
of Wei, -As a character he seems to have been a true model of Confucian virtues; 
conscientious and dignified, "never indulging in foolish talk or laughing"; as a scholar 
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he was distinguished by an extraordinary' memory (he recited freely poems which 
he read but once)^ great learning and faithful adherence to the time-honoiu ed 
models of style and good manners. He was in every respect a link with the past, 
and a prominent representative of the somewhat archieological cu^ent in Chinese 
art, which from now' onwards often served as a substitute for fresh ideas. 

Chao Meng-fii wrote himself in late years on one of his early paintings 

“Fram my youth I loved to paint. Whenever I obtained a bit of silk or a piece of 
paper, I could not resist gra-iping the brush and making a drawing. The pr^ent picti^ 
was made in my early years; it does not reveal great strength of the brush; yel^ it n^ 
somcihine of the spirit of antiquity. Now my hair and beard Iwve grown white and 
my manner of painting has evolved, but I have also become m^different to multiFanous 
matters. My former works I can no longer obtain. \ u^-^hih wanted me lo write a 
colophon, and therefore I made this record,—Meng-fu.” 

In a colophon on another picture, Chao Mcng-fu gives still stronger c-xpresslon 
to his admiration for the classic models and his adherence to the spirit of the 
ancients” 

“The most important quality in a painting is the spirit of antiquity. If this is not 
present, the work is not wortli much, even though it is skilfully executed. Men oi 
to-day,who know how to paint with a fine brush m a dcUcate m^er and to lay on 
strong and brilliant colours, consider themselves able painters. They are extremely 
ignorant, because if the spirit of antiquity is wantmg, the works are faulty all through 
Sid not worth looking at. My pictures seem to be quite simple and c^elcssly done, 
but n^c connoisseurs will realize that they are very dose to the old models and ma> 
therefore be considered good- This I tell for die real connoisseurs and not for the 
ignorant; (dated 1299). Chao Meng-fu.” 

Chao Meng-fu’s principal model among the old masters seems to have been 
Wang Wei and Ids ideal among the calligraphists Wang Hsl-chih. In fact, he 
copied several of Wang Wei’s pictures, and such compositions of his as the Chia& 
and Hua Mountains in Autumn and the Village by ike Water, which were executed m 
calouTj arc said lo have been based directly on. the T^ang master. But he wa^ also 
a specialist in horse-painting and followed in this respect very closely Han Kan 
and Li Lung-mien. In fact, he considered himself fully equal to the latter: 

“From my earlv days I liked to paint horses, and I thought t^t I knew completely 
their character. My friend Kuo Yu-chih once presented me with a poem, m which he 
said; ‘People always make comparisons between you Li Limg-mien, they do not 
realize that you have surpassed Ts*ao Pa and Han Kan. Now, t^ way of talking a ^ 
Ts‘ao and Han is exaggerated, but as to tbccompanson with Li Lung-mien, I have no 
abjecrion and may wcU be equal to hirn.. 

It seems furthermore that Chao Meng-fii did not paint horses simply as motives 
of animal life, but represented them also in a symbolic sense. Such is the tnt«preta- 
tion given of his famous picture Pasturing fforses under Old Trees (executed tn 1301) 
bv a writer who is quoted by Chang Ch‘ou; “His intenUon was to illastrate by the 
picture the life of officiab when they are free from harassing toil and restmg their 

‘ The nuDtadaiiS from Chao Mtng-fu's wriiitig* m Ch^ing-^ Sha Hm vol.si. whicli corumm 
extemive notes about the painter. 
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minds liite horses without bits, bridles, and harness_When looking at this picture, 

we may realize that there is a proper time for everything. How can wc be like 
unto them 


The horse-paintings attributed to Chao Meng-fu are legion, and the majority of 
them arc, no doubt, imitations or copies. Of those w'hich have come imder my 
observation, I should particularly like to point out the fragment of a scroll in 
M, Stodet’s collection in Brussels representing two horses, one reddish, the other 
black, which are on the point of entering shallow water. It is provided with the 
artist’s signatme and the date 1301, which, however, may be later additions. 
Tlie horses are large Mongolian ponies with strong bodies and short legs, drawn in 
a style more akhi to that of the T‘ang paJntei's than resembling the manner of Li 
Lung-mien or his immediate followers. {PI. loa.) The other picture In the same 
collection attributed to Chao Meng^fu, which represents a man of Tartar type in 
greenish costume on a black horse, is probably somewhat later in execution, 
though it may reproduce a design by the master. A variadon of the same design— 
a Mongol hunter on a trotting pony—was in the Collection Doucet in Paris, and 
is reproduced in colour, as an original work by Chao Meng-fu, in Ars Asiatm, i, pi. 21. 

The Palace Museum in Peking possesses a small picture of a man leading three 
un.saddlcd horses, which is signed and dated 1310. I know it only by the repro¬ 
duction of Ku Kung, vok ix; it is evidently of fine quality and may be an original. 
The same is true of the beaudfbl scroll in Prince Matsukata’s collection representing 
Eight Horses (four of them with riders) which is reproduced in KokkUy 435. Less 
convincing as a personal creation by the master is the small picture in the Metro¬ 
politan Museum, which bears the title ChUu Chiao Tin Ma Tu. (Watering Horses on 
the Autumn Fields) and the date 1312. It is executed in colour, and reproduces an 
earlier composition by the T'ang painter P‘ei K‘uan.^ 

In the Freer Gallery arc several pictures with Chao Meng-fu’s signature. Most 
interesting as a composition is a short scroll in the miao manner, which represents 
fifieen unsaddled horses, three of them with grooms on tlieir backs, crossing a 
river. (PL [03.) The picture has passed through famous collections such as Hsiang 
Mo-lin's, Ch'ien Lunges, etc., in which it was accepted as an original, but it is now 
classified as probably of the early Ming period. The execution docs not quite 
support the verdict of the master’s seal and signature, but if not an original, it must 
be an early and very faithful copy,^ 

A more unusual picture is the short scroll in the Freer Gallery, which represents 
A Goai and a Sheep. It has also passed through the collections of Hriang Mo-lin and 
Clfien Lung, and the latter has provided it not only with seals but also with a 
poetic inscription. (PI. 104.) The other inscription on the picture is signed by 

^ Cf. FergMaon, op, cit., 140. 


The lamc museum p«is« 5 « a short scroll of Eight Hordes* one of them wfth a ridrr, the other ohuus 
about ^^■llhoutt^app,t^ or stddla. M.hich ts a work of the YOan period, “of grrat intri^t and te^ni^ 

proficiencj', but m a somewhat darkened condiUon, which maJics h difHciilt to reach a dcfiniit: opUiioa 
about 119 ongm. Gf. PantL in Amur. pis. i a 6 , rai. 

126 


A tITSTORV or EARtY CHINESE PAINTING 

Chao Meng-fu himself, and nms as follow’s: “I often paint horses and very seldom 
sheep. When Chung*-hsin asked me to paint, I amused myself in making a picture 
from life, and though I could not equal the men of old, it contains real spirit- 
harmony Tzu-ang.” The artist’s claim is particularly true in regard to 

the grazing goat, which is a very intimate study from life; the sheep is a more 
extraordinary’ creature, but such fat woolly sheep were cultivated and admired as 
perfections of their kind, and Chao Meng-fu represented il, no doubt, true to life. 

Another interesting picture by Chao Meng-fu, known in two or more repeti¬ 
tions is The Starved Horse^ a gaunt animal on exceedingly high and thin legs grazing 
at the side of a tall pine-tree. The replica in the Del Drago collection was, 
according to inscription, ocecuted by Chao M^ng-fu’s wife, Kuan Tao-sheng, in 
1321, after the original of her husband. (PL 105.) Tile beautifully balanced 
composition is rendered w'ith great refinement; it seems as if the womanly painter 
had felt a deep sympathy for the poor horse. She has brought out tlic sickly 
character of the animal with remarkable sensitiveness, and emphasized in a 
striking fashion the contrast between the weak horse and the strong tree. 

The National Museum in Peking possesses at least five pictures with the seals 
and signatures of Chao Meng-fu, i.e. three horizontal scrolls [chiian) representing 
landscapes, one of which with grazing horses, and two large hanging scrolls 
{chou)^ known as King T^'ang sttnmaning Tin, and A Bamboo Garden with murmuring 
Water, Only two of the chiian came under my observation, but they were both of 
doubtful authenticity; of the two hanging pictures the more important is the large 
illustration to the history of tiic Shang (Yin) dynasty (dated 1309),which is executed 
with bright colours in a style that Is even more old-fashioned dian the manners of 
most of the Sung painters, but the ku-i of Chao Meng-fu’s painting is a purely 
formal quality that conveys very litde of the spirit and expression of pre-Sung art. 

A most interesting example of Chao Meng-fu’s dependence on earlier models 
is the picture in the Palace Museum, which represents A Poetical Gathering in the 
Western Garden in a form that cannot be very' far removed from Li Lung-mien’s 
famous rendering of the same subject. (PL 106.) The description of Li Lung- 
mien’s picture by Mi Fei corresponds in all its main points to Chao Meng-fu's 
representation, though there may be some slight difTcrcnce in the arrangement of 
the scenery and the number of the assistant figures. Kuo Yu-chih points out in his 
inscription on the picture that varying copies existed of Li Lung-mien's painting 
(some in ink only, some in colour), but that this was the most refined and admirable 
rendering of the famous original. It is provided with Chao Meng-fii’s seal and 
signature.* 

^ Cn Ku iCung, vtjl. ii. On Rilic, aiw: 5 ft. 4 in. bfy a ft. i in. Among otker rxnTu pJca of Chao Meog-fu^s 
close adherence in jnndclj of the T^ang period may be quoted die picture of Amhidaiing Tfa-infidari, repro¬ 
duced in ihc ToU^ EiOiib. ph 141 * ^ diJfBLidl to say whether dm picture actually was pointed by 

Chao but he may well have done iq utilizing a coftipoaiUDn by Veu li-pcn* as pointed out by 

Dr. Speiaer in an ortidc in OiimiiAt. tgji- The sme oompusition waj also reproduced, with 

some modiBcatioos, by Ch^im Hiiihiri, aj may be seen in die picture now in Mr. Abe Fusajiro^s collrtrtioii* 
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Chao Meng-Ri’s prolbimd reverence for the spirit of antiquity and the old 
masters led liim, no doubt, time and again to reproduce more or less faithluUy 
earlier designs, figures as well as landscapes. We have already re erre to 
copies after Wang Wei; none of them seems to be preserved in the ongjna], but the 
picture in the British Museum (dated 1309, and signed Tztl-ang) must be a fmtliful 
copy after Chao Meng-fii’s interpretation of Wang Wei's H^hng-cA'i/an-scroll.^ It 
was not through originality of invention or new ideas that Chao Meng-fu acquired 
his great fame as a painter, but rather through his faithful insistence on classical 

traditions and great technical proficiency. ^ . r l c 

Chao Meng-fli's position in the foremost rank of Chinese ^tists after the bung 
period depends furthermore on his prominence as a calligraphist m much as on his 
merits as a painter. No wTitcr of later times has surpassed him, according to 
traditional Chinese estimate, and specimens of his handwriting are still treasured 
as highly as his painting; many of them have been engraved on stone tablets or 

otherwbe reproduced, - « 1 

He is said to have been equally skilled in every kind of calligraphy, be it seal 
characieisVmodel stymie”, or ‘‘running hand", but his small model style (Anno 
k‘ai) aroused the greatest admiration among connoisseurs. It was “delicate, 
beautiful, well balanced, and harmonious" says Chang Ch on, like the character 
of the man," But when the same critic in another connection says, that when he 
saw a calligraphic specimen by Chao Meng*fu, “it was like flowers dancing in the 
breeze or clouds rising before the eyes,” he may rather refer to some writing in 
“running hand” (grass characters). In spite of all his versatility as a calligrapl^t, 
Chao Meng-fu did not, however, succeed in imitating perfectly Mi Fei's writing. 
He tried in vain to fill out some missing lines in a scroll by the great Sung master, 
and found it finally necessary to use a rubbing from an engraved copy of the same 
text. The reason was probably that Chao Tzii-ang lacked something of the 
spontaneous energy and decision that ensouled the brush-strokes of Mi tei, a 
defect, which also is indicated in the following lines by Chang Ch'ou;— 

*‘Xzii-aiig’s style of writing was very gentle, eleganl, and hartnonioiis. He was a 
follower of the real Wang Hsi-chih school. It was, indeed, too beautiful, too gentle 
and seductive, because it lacked the spirit of men who cannot be forced to desert their 
principles, as for instance, Wen T‘ien-hsiang, whose style was clear, pjdctratmg, straigh t 
and inspiring, Tiie works of his which are still preserved, such as die Six Songs, arouse 
more love tlum respect.” 

The inference of the difference between Chao Meng-fu, who went into the 
service of the foreign rulers, and Wen T*ien-hsiang, the faithful patriot, who 
preferred death to the honours offered him by Kublai Khan, if he would s^vea^ 
ailegiance to the Mongol house, reflects the true Chinese point of view, Chao 
Meng-fu may have been ever so skilful as a painter and a calligraphist, and a most 
able and upright official; yet, he could never become the ideal of the true scholars, 

* Cf. L. BmyuD, A Landscape by Ckao Meng-fu^ T^ouiig Pus, 1905,1. 
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or grow into the heart of the people, because he had submitted to foreign conquerors 
and chosen the easier path, which led to fame and success, but not to the shining 
glory of unyielding patriots. 

Chao Meng'fu used to say with some pride: “Every member of my (amily is a 
skilful painter and calligraphist.’' This applied particularly to his wife, Kuan Tao- 
sheng, Ghung-chi (1263-1319), w-ho was much appreciated as a painter of 
bamboos and plum-blossoms, and to his son Chao Yung, Chung-mu (born 
1289), who continued the traditions of his father, painting horses, hunters, birds, 
and bufialoes. Mast of the pictures attributed to Chao Yung look like weaker 
editions of Chao Meng-fu’s works; yet, there is at least one remarkable exception; 
the large picture belonging to Nishi Hongwanji in Kyoto which represents A F/o^A 
of Herons gatftered about a Srtow-oovered Willow Tree.ts composition of outstanding 
decorative effect, elegant in design and charming in colour. {Toyo^ isc, pi. 99.) 
If this picture is a work by Chao Yung, as claimed by tradiuon, he must have been 
a bird-painter of high rlafw, a forerunner of Lii Chi and other specialists in bird¬ 
painting in the Ming period. The picture stands much closer to the works of these 
later men than to any bird-pain tings of the Sung period, and may perhaps thus be 
quoted as an example of die new ideals of style and technique, which became 
^manifest at the beginning of the fourteenth century. Another very effective picture 
^ of a similar type, representing A Wkiti Heron on a Willow TH/td:, is in the Kawanishi 
collection, and has also sometimes been ascribed to Chao Yung {Sogen'^meigwashu^ 

Kuan Tao-sheng or Kuan Fu-jen, as the wife of Chao Meng-fu usually was 
called, painted exclusively orchids and bamboo in monochrome ink (beside copies 
of her husband’s works). Excellent specimens of her bamboo-paintings are 
preserved in the Palace Museum in Peking,^ in Boston,^ and in Marquis Toku- 
gawa’s collection.® The designs are usually quite thin and slender; not clusters or 
groves of bamboo, but single stalb with relatively sparse leava, and they are 
interpreted with a great deal of tenderness and grace. The feminine touch in the 
pictures of Kuan Fu-jen is unmistakable and contributes to make them interesting, 
though not very important, worb of art. Her pictures have always been highly 
appreciated by the Chinese for their elegant bnishwork; "For an inch of silk 

or a slip of paper (of her work) people would vie in offering large sums. Later 

students took her pictures as models." * She left also a WTitten record about bamboo 
painting. 

Ch‘ien Hsiian was like Chao Meng-fu, a survivor of the Sung period; in fact, 
he was twenty years older than Tzd-ang. He had thus spent the best part of his life 
under the old regime, and remained faithful to its traditions by personal symipathies 
as well as by the general character of his art. He was bom in 1235, passed his chin 
shih degree in 1260, and became known under several more or less hmcifol names; 

*■ Cf. Ku Awig Sht iiaa Chi, vd. xiL * Cfe«ef* Pdnt. itt Amer. CdUct., pi. laj. 

1 Toib® Cotjlasiit, pi. * Cf. Giles, op. cit., p. t7i>. 
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Shun-chu,Yu-t‘an (Jade Pool), Sun-fieng (Peaceful 

Cha-ch*uan-weng {after bis birthplace near Wu-hsmg), etc, Lite Chao Meng-f ^ 
was coiuited among “the Eight Scholars of Wu-hsing^^; but instead of papng 
allegiance to the Mongol dynasty, he retired into a country’ ab^e and s^nt the 
later years of his life as a wandering poet and painter, drowning his ^rrows m wme. 
”When Shun-chu w'as quite drunh, he could not even paint, but when only a little 
tipsy his mind and hand were attuned, and he would work with great enjoyment 
without taking much trouble to finish things thoroughly."^ He gave away his 
pictures to collectors and connoisseurs as soon as they were done, and many 
satisfied themselves with imitatEons when the demand fpr his worlds became larger 


than the supply. 

Most of the pictures which nowadays pass under Ch'ien Hsiian s name represent 
plants and insects, painted according to the Chao Ch'ang-tradition wi^ great 
refinement and intimacy. The same qualities are also apparent In his figure 
paintings, which were done after the fashion of LI Lung-mien, and in his land¬ 
scapes, for which Chao Ta-nien’s works served as models, even though they 
hardly reach the level of his flower paintings. Most of them are, no doubt, copies. 

One of the finest examples of his work known to me is the scroll in the Detroit 
Institute of Fine Arts, which represents a great variety of insects among shrubs 
and plants, and fn-ery-thing is here defined with an exactness which shows the 
trained eye of the naturalist. (Pis. 107, to8.) 

“Three libeUuline dragon-flies, one red, one brtjwn, one silvery grey, hover around 
and attack a swarm of tnidges. Below them on a brown and ragged lotus-leaf are three 
green frogs. An almost imperceptible transition brings us to dry land and amidst the 
herbage we find a green grasshopper venturing out upon a swaying spear of grass, a 
bee-fiy pursuing his solitary course, and another dragon-fly, this time in black. A fat 
green katydid climbs speculatively over the leaves, and above it a long-homed beetle 
rests for a moment. Two large female cone-headed grasshoppers display green and 
browTi colour-phases, while the smaller brown male appear^ relatively insignificant in 
the background.*’ ® 

To this graphic descripdon of the charming picture may be added that it is 
not only the most exact illustration to the life of the insects, but also a record of 
the transparent light and subdued colour harmony of an early autumn day in 
Southern China. 

Several minor pictures in the shape of fans or album leaves in Japanese 
collections are ascribed to Ghden Hsiian. They' represent branches of flowering 
trees with birds,or plants and insects; for instance: Plum^blossims md Birds (Count 
Sakai), PoTTUgrmatit and Birds {Marquis Kuroda),“ A Crab and a Radish (Mr. Mura- 
yama),'* Rats Feeding on a Melon (Marquis Kuroda),^ A Stalk oj CQcks<omh (Hompoji 
temple) ." Similar to these is the picture, in the form of a small hanging scroll, in the 


^ Quoted from //itf Chim Pai Tiin / Jtde In Shu Hm also m Smg i-lin. 

* Benjmtiin March, Early Autumii, in BulUim tht Diitoil InstUuU Fun .* 4 rijp March, 1^9, 

■ Reproduced: TiS^JXi too, tor. 

• Repr. 259- 




* Repr. 163, 
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National Museum in Peking representing A Cucumber with Fl&wers and Fruit'!, but 
which, in spite of'seals and inscripiion, makes the impression of a copy rather tlian 
an original by the master. Nor does the highly coloured scroll in the Freer Gallery 
with Bhssoming Plants, Birds, and BuUcrJIks possess the lightness and subdety of 
Ch*ien Hsiian^s best authenticated paintings.^ It may be of the ^riod, though by 
some man who w'as more dependent on the Sung academy tradition, 

A far more interesting and original w’ork is the fully-signed painting in the 
Palace Museum, in which Ch'ien Hstian has represented a lichee-tree [Ffepheliam 
litekt) mainly by its irunk.^ The very tall and narrow picture consists of the bare 
pillar-like trunk finished with a squarely trimmed small section of the leafy crown. 
The painter has contrived to give a convincing impression of the structure and 
height of the three in a beautifully simplified decorative form. 

The figure paintings by Ch‘ien Hsiian arc mostly iHustrations to classical 
legends or imaginative portraits and the like Inspired by models of the T^ang 
and Northern Sung period. The figures are often placed against a neutral 
background, without any indication of a sta^ or scenery, and executed with a 
poinicd brush in fine outline, to which some light colouring may be added. They 
are works of a pure traditionalbt; yet, with a definite personal character, unusual 
refinement, and sometimes a touch of humour. This may be seen, for instance, in 
his rendering of the popular motive; The Brushing of (he mite Elephant, known to us 
through llie compoaitions of Chang Seng-^ai and Yen Li-pen. Chien Hsiian s 
picture which exbts at least in two replicas (the better one formerly in the Tuan 
Fang coUection, cf. Kokka, 259; the second copy in the National Museum in 
Peking) is evidently based on T‘ang designs, but he has simplified them 
(using only the figures) with an exceedingly light and delicate brush. The same 
seems to be true of his oOier translations of earlier compositions, as for instance, 
7?if Emperor Sung Tai Tsu pk^ng Football with some courtiers,^ or Lu Tung-phtg 
inking Tea, which, according to inscription, is painted after an original by liu 
Sung-nien.‘ Other very delicate pictures executed on a small scale in pat miao 
manner, with slight addition of colour, ascribed to the artist represent Tao T^an- 
ming walking brbkly io a fluttering long robe followed by a servant who carries a 
large wine-pot'^; or The Emperor Ming Humg teaching TrmgKuei-fei topky the Flute, 3. 
rather amusing composition known through a picture in the National Museum in 
Peking, which may be a very careful copy (PI. 109), or the delicate little picture of 
the famous flute-player (and general) Huan / of the fourth century', known through 


1 Repr. Oantu Painl. in Arur. Ct^UeL, pi. ia 0 . . . - ci. t j, r-L- 

* Repr. JTii Awstg. val. viii; aze: 4 ft. 8 in. by t ft- 1 in. Slightly coioured. Mentioned in Shiti a fl FaaLhi. 

“ Belonging to Mr. Eiki Takenouchi. Atcording to inscript, a copy after an earlier onginaL Cf. 

* In the Palace Museum in Peking. Ktt Aiwig, vol. iii. A hanging scroll. 4 ft. ^ t ft. AorartUiig lo 
inscript, by Cli*icii Lung, the picture is based on earlier renderings of die same subject by Liu bung-men 
and Mao 1 , which, however, were harizantal sctnlli. 

* Beltmoing to Mr. Kuan hfien-ehOu. Cf, Taiyo ErAii- CaUilogut, pl. 145. 
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numerous reproductions.' Flute-playing may, indeed^ have been an occupation 
particularly suited to (he sensitive nature of Chien Hsiian; his art has something of 
thp same softness and delicacy aa the sound of a bamboo-flute when played by a 
solitary musician at Su-chou. 

Another prominent contemporaiy' painter of flowers and birds, who “mutated 
antiquity without being enslaved to it”, w^as Wang Yuan, Jo-shui, kdo, Tan- 
hsiian. His name has become very popular and is attached to a great number of 
ver>^ pleasant and often highly coloured paintings representing inostly flowering 
trees and shrubs with birds. His ideal among the old masters is said to have been 
Huang Ch'uan of the Five Dynasties period, but his minor pictures are rather like 
those of Chao Cb‘ang, and his landscapes were painted in the style of Kuo Hsi. 
A large picture of his representing A Pair of Dtich among R£rds on a Shore, is in 
the Palace Museum.* The composition is quite traditional; the birds are ijaintcd 
with perfect naturalism in colour. The pictures attributed to him, w'ith more or less 
reason, in Japanese collections, may be divided into two classes, i.e. small fan- 
paintings and album leaves, and larger decorative compositions, .\mong the 
former may be mentioned A Dragon-P^ on a Pea-Vine (Marquis Kuroda, Koikaf 
157); A Brand of IVi/d Camc/ia (K. Magosbi, Xohia^ 173) ; Tom Leaoes of Lotus and 
Mamies (Marquis Kuroda, Toyof\%, pi. 106); among the Pheasant, Bamboo, 

and Rose-Mallows (Shokokuji, Seket. ReL, xi). White Pheasant and Rose-Mallows (Kawa¬ 
saki collection, Kokka, 337), etc. The decorative beauty of his works is often very 
fine, but it depends more on the colouring than on the designs and can thus hardly 
be appreciated m reproductions. (PI. ito.) HLs landscapes are said to have been 
of the same romantic type as those by his learned colleague Chu Te-jun, but as 
far as 1 know, none of them has been identified. 

Kung K*al, tzH, Sheng-yii, hao, Ts'ui-yen, was another of the proud artists 
who survived from the Sung period and who did not enter the service of the Mongols, 
He must, how'ever, have been still active at the beginning of the fourteenth century, 
because T‘ang Hou, who wrote his Hua Ckim about this time, gives the following 
vivid characterization of the painter:— 

“Mr. Kung Slieng-yii, who is an eight feet tall man with a beautiful beard and a 
great scholar and caJligraphLst, paints nowadays horses in the manner of Ts'ao Pa, 
and he gives the real spirit of the horses. But his bruafi-work is rather coarse, which ts a 
defect. In his figure paintings he also follows Ts'ao and Han Kan, but in landscape 
painting he imitates Mi Yiian-liui. His pUim-blossoms and cliry.sanihemtiras arc also 
made after the model of old pictures. The poems and coloplions which he w'rites on his 
pictures are often quite stmnge and original. Once he painted A Starved Horse and 
wrote a pioem on it ... in which he asked: 'Is there nobody who pities my bare- 
bonc horse which stands in die setting sun and throws a shadow like a mountain ?' ” 

Kung K*ai*s picture of the Starved Horse is now in the collection of Mr. Abe 

* In private possesion in Japan. Repr, JTciAiii, €6, in the Imptr-Jap, Cittmmtnt Gtiidtjot Ckim 

and dscTwbcrc. Fnr Hinm Ts bingnaphy ucc GUeif 

* Ku vol. xvL Painted in CfiJoim on lUk; mcntiorted in SMk Pod Chi* 
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Fusajiro.^ It is executed in monochrome int on paper without any mdication of 
scenery', a background or a setting sun (contrary to what may be expected from the 
inscription), but is nevertheicss a very expressive, not to say touching, representa¬ 
tion, more significant as a work of art than many of the horse-paintings attributed 
to Chao Meng-fu. TJie artist’s inscription is written in archaic characters, anti 
besides this there are at least a dozen colophons by later meni confirming the fame 
of the picture. 

Kung K‘ai was evidently a man of great imagination and originality'. He loved 
to paint de\ibi and goblins, sometimes in combination vvith their great enemy, 
Chung K'uci, as may be seen ui a rather humorous picture in the National Museum 
in Peking, and fishermen in their boats, enjoying the perfect bhss of a good nap, 
A picture of this type m the Freer Gallery is traditionally attributed to Kung K‘ai- 
(Pl. 111.) Most of the subjects he represented seem to indicate that the artistic 
occupation became to him, as to so many others of these men, a means of escape 
from the actual world to happier realms of the imagination. An example of his 
impressionistic landscapes, in the style of the twTi Mi, is reproduced in Toyo, ix, 
pi. 97 (belonging to Mr. T. Namba in Takamatsu). It belongs to a class of painting 
that became much in vogue during the Yiian period, though it is more closely 
dependent on the works of Mi Fei than the landscapes by the great masters to 
whom we wrill return in the next chapter, 

Liu Kuan-tao, Ud, Chung-hsien, was a famous painter of Taoist and Buddhist 
figures, besides birds, animals, flowers, bamboos, and landscapes in the style of 
Kuo Hsi. He is said to have combined the merits of various old masters and w'as 
consequently greatly admired. In 1339 he painted the portrait of the emperor, and 
received the very fitting recompense of a charge in the Bureau of the Imperial 
Wardrobe. rather important large mountain view by Liu Kuan-tao, quite in 
the marmer of Kuo Hsi, is in the Palace Museum in Peking, and another Land¬ 
scape with three Poets and a servant carrying their eA'in in the Freer G^ery.* 
(PI. 112.) The composition is a close imitation after Liu Sung-nien, or some kindred 
master, skilfully done, though without the intrinsic refinement and significance 
that ennobles the works of the Sung painters. His extraordinary versatility is 
furthermore illustrated by the picture in the Palace Museum representing Two 
Lohatis under a Palm Trrt, signed and dated 1356, which is executed in pure pai 
miao style, like certain works by Li Lung-mien.^ 

A highly talented painter, who also painted his landscapes in the heroic style of 
Kuo Hsi, was Chu Te-jun, tzM, Tse-min. He was a learned man, prominent as 
calligraphist and poet, who after he had been introduced by Chao M^g-fii at the 
Mongol court, was honoured w-ith high official positions. We are told that his 
calligraphies w'cre in the style of Wang Hsi-chih, his poems in the manner of Li-po, 

* Cf. Sottakwsni Auiffij*, pi. iS. 

* Chtrust Faiitt. rn Amtr, CallxL, pi. 13a* 

* Repr. K« Kojig Sha Haa CM, vi. Size: ^ fi. 1 in. by ( a 7 ia- 
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and his landscapes like Kuo Hsi*s. He retired from official life, because he wished 
“to drink of the Three Rivers and eat the gentian of the Wu Mountains , i.e. live 
peacefully in the rich nature of Chekiang. Two important pictures of his arc 
preserv'ed in the Palace Museum in Peking, i.e. High Mountains and a Stream in 
Snatv^ and Ck^in-pl^ers under high Firs on a River-bank,^ Both are works of great 
technical rehnement executed in the style of the Northern Sung period, and 
particularly the former shows his dependence on Kuo Hsi. 

T‘ang Ti, Tzu-hua, was another Confucian scholar of great learning ant! 
refinement who entered the goveroment service on the recommendation of Chao 
Meng-fu, his master and model in art. His landscape in the Palace Museum,which 
represents A Winding Rtm with a Boat between Roci^ Shores in Mist,^ is a free trans¬ 
position of similar things from the Sung period, done In a brush-manner of the same 
clean and careful type as we know from the paintings of Chao Meng-fu, 

Tlic list of paimers, who may be classified as traditionalists, could easily be 
prolonged by a number of names, but space does not permit us to give it in full; 
only one or two more may still be added, because they arc known through a 
number of original works in Japanese collections. Jen jen-fa, tzS, Tzii-ming, hao^ 
Yueh-shan, made his career tn the government service as an expert on waterworb, 
and wTote a treatise on this subject called Shut Li Shu. His speciality as a painter 
was horses, which he painted after the best models of the T'ang dynasty, as may be 
seen in the very fine pictures belonging to Marquis Asano and to Mr. Murakami.’*^ 
No less traditional are the large landscapes with figures in the Tokyo Art Academy,® 
and the pictures in the Kawasaki collection,® which repr«cnt garden pavilions 
combined with pine-trees and bamboo groves. (PI. 113.) Here the dependence on 
the Ma Yuan-school is most striking. The same relationship is also evident in 
se\'eral works by Sun Chiin-ts^, whose landscapes with mountain terraces, pavilions, 
and tall pine-trees in Baron Iwasaki’s collection,^ in Yotokuin (Kyoto),* and in 
VLscount Akimoto’^s collection* are obvious imitations of Ma Yuan’s composi¬ 
tions. If the old attributions did not exist, they would perhaps have passed as Sung 
painting of the Ma-school like so many similar things without names. 


(4) The Great Landscape Painterj 

The new asthetic ideas of the Yiian period found their expression particularly 
in landscape painting and, to some extent, also in paintings of bamboo and plum- 
blossoms. The greatest artistic geniuses devoted themselves almost exclusively to 

* Ku Kisfigt vqI. vil Sbe: 4 5 in. by a ft. 7 Ln. 

* Kn Ktiftg Shu flua CAr, vnU xiL Sizet 3 ft. 8 In. by 1 ft. S in. Mcniionn] in Shih Ch*ti Fop CM, 

■ Ku Kufigt 4fL j in. by a ft. 7 in. Signed 

* 403, 412. ^ 53, 67. 70®,iijpb. 109, 

■ Other examplfs of jAn Jin-fa reprodutred in AVWtJj 323, and in ihc Tdj^ ExMMiwn 
CatahguttjA^ lSS~ 7 ~ 

^ 340. * Kokka, 19T. 

^ AToJtJba, 338. Other ejcampits of Sun Chun-ia^ rtpi^uced in 282. Ttxkyo Exhik Cat^ph. 190, [91 
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these specialities and created, each in hb field, fresh and original works of art 
which have little in common with the ideals of the Southern Sung period. Their 
art is a very intimate expression for th^ mdiv'idual temperaments, and they painted 
more than ever for their own pleasure, inspired by their love of nature and of 
brush-work. It may be that most of the great painters in China have followed this 
path; yet, the academicians of the Sung period were, after all, profasionaJ artists, 
who made many of their works on the command of emperors and collectors and 
whose more or less calligraphic styles and compositional methods often verged on 


mannerism. 

The great landscape painters of the Yuan period are remarkably free fi'om the 
calligraphic element, their brush-work is more purely pictoriaL They use ink as 
impressionistic painters use colours, it becomes a meium for creating colounstic 
effects, space, and atmosphere by contrasts of light and shade and b rarely used as 
line for the definition of form. Most of them seem to have sket^ed directly from 
nature, and they elaborated less than their predecessors the things they had seen 
and recorded in their sketches. The paintings of some of these men, like Kao K*o- 
kung, Ni Tsan, and Wu Chen, represent a kind of plein-airism, or at least a 
movement in this direction. 

All these landscape painters were in later times classified as of the “^uthern 
School”. They were said to continue the traditions of Tung YUan, Chii-jan, and 
Mi Fei, but the connection is more a matter of technical methods than of asthedc 
ideals, a fact which is usually expressed in Chinese chronicles by the often recurring 
phrase: “he followed the manner of Tung Yuan and Chii-jan, but later on, when 
growing older, he formed a school (or manner) of hb own.*’ Each one of these 
painters formed, as a matter of fact, a very cliaracteristic style of his own; they 
may all be classified as romantics or as impressionists, from a technical point 
of view, but their individual temperaments arc reflected in different modes of 

exprcMion. , 

Ni Tsan, who himself was one of the greatest landscape paintera of this age, 
gave the IbDowing characterization of the four masters whom he considered most 
important:— 


“Amone the painters of mountains, forests, w'atcr, and roc^ there b president 
Kao (K^o-kung), whose spirit-harmony (chH-yun) b restful and ^y Chao Jung-lu 
(Meng-fu). whose brush-work is lofty and distinct, Huang Tzu-chiu (Kung-wang), 
whosdmanncr is surpassingly easy (free), and Wang Shu-ming. whose style is deg^t 
luifiitious, and dear. Everyone of them is of ins own cla^ and quite different, but 
1 admfre them all and have no criricbm to offer. I do not know anybody who would 

be their superior.” ^ 


The oldest and, according to some of the critics, foremost among these land- 
«ape painten was Kao K'o-kung, Yen-ching, Fang-shan. ^ anceslore 
had itnmigiaicd from Central .tlsia (Hsi.>ii);« 


1 CA‘inf Pi Kf> I A'ao, quoticd in ^ fiua P'u, vol. 54. 
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lived at Ta-t‘ung in Shansi. He received a dassical education, entered the govern¬ 
ment service under Kublai Khan; became in 1275 an official in the ^ard of 
Works, and rose some time afterwards to president of the Board of Justice. This 
important charge does not seem, however, to have kept him in the capital; he 
passed most of his later years in Hang-chou, where 

“he rented a house. In his leisure hours he took stick, a bottle of wine, and a book 
of poetry and went out to the of th€ Ch^icn-l^^mg River. Here he sat down 

looking at the hills and mountains of Chekiang, studying the ever-shifting nioyemcnts 
of die clouds and mists. When not occupied with oflficial business or literary writing, he 
took up the brtish to express in painting the thoughts of his heari.‘ 

Ni Tsan, who wrote the above remarks, calls Kao K*o-kung “a pure and most 
unusual man, outshining the vulgar world” and other critics praise him in similar 
terms of intense admiration. Such paintings of his as Autumn Mountains in Evening 
Mistf and The Mountain Village of the Recluses^ or The Mountain at Mghty were 
provided with long rows of poetic inscriptions. The fust is well described in the 
following lines by Ni Tsan; “White clouds; a solitaiy' crane. Evening draws near; 
a boat at anchor on the Ch*ien-t‘ang River, guarded by the mountains of Yiieh 
(Chekiang). A most precious thing of this age. When I unroll it again, at the 
northern window, I chant poems and compose verses” (dated 1299).* 

The Mountain Village was an improvisatiott (like many of Kao’s w'orks) made by 
the president in i 297 for his friend Chang Yiian-fu, while they were drinking wine 
together, and it w'as said to have been “brilliant, overflowing with life, free from 
the mannerisms of common artists”. The Night-Mountain w'as no less remarkable; 
Jihad tliirty colophons, among which one by Chang Ch‘ou, who said: “President Kao 
followed first Tung Yiian and Chii-jan, but when he reached middle-age he studied 
only the two Mi, modif)ing their manner to a style of his own.” And elsewhere the 
same critic wrote: “Among thousands of ancient and modem painters there are 
only the tw'o Mi, Kao and Ni Tsan, whose works are really spontaneous and of the 
highest class. They are truly marvellous and cannot be copied”^—a verdict which 
has been accepted and repeated by Chinese critics of later times. 

Three characteristic pictures by the ma.ster may still be seen in the Palace 
Museum, all representing mountains enveloped by clouds and mist. One of them 
is called Spring Clouds and Aloming A/tr/,* another The Cloud-encireled Luxurious 
Mountain^ the third is Mountain in Rain.* The composition b practically the same in 
the first two; its main clement b a big, bulging, over-grown mountain-cone, 
which rises through a la^^r of white mat, and a water-course in the foreground 
between low banks with leafy trees. But the mountains are not split and creviced 

* Cf. Ch'ing“/i^ Shu J-Iua Fang, vol. je». * Ck‘ing-h Shu iiua Fang. 

* ChUng-ko Shu Hm Fang, vol. xi, 

* /t u Aung Shu Mua Chi, vol. xiu, 4 fL 5 tn. by i A. 8 in., slightly cdouicd. Mentioned in 
Ck'S Poo Cftt. 

* Kq Kmg, vol. xL Size; 5 A. 6 in, ^ 3 A. 3 in. Slightly edouied. With vritings by Ting Wen-vUan, 
IJ K^an, Ch'ien-lung and others; also In Shib Ch'ii Pao Chi. 

« Fu Kung, vol. vii, size: 3 ft. 6 in. by 2 ft. 5 in., writing b>- ClCien-lung; also in Shih Ch'u Fao Chi. 

136 


A HISTORY OF EARLY CHINESE PAINTING 

or sharply silhouetted as in KLuo Hsi*s or Ma Yiian’s works i they are rounded and 
covered by dense vegetation^ w'hich is treated not in detail, but as soft masses of 
light and shade. The sfumatQ of the brush-work suggests the freshness of the vegeta¬ 
tion and the warm moisty air. The beauty of the pictures depends mainly on the 
handling of the ink, to w'hich some colour has been added to make it more brilliant. 

The third landscape is a pure ink-painting esecuied in a very free impressionistic 
fashion with splashes of gleaming dark ink against the vaporous white mist. [PL 114.) 
The earth is steaming after rain^ only the top of the mountain and a dark cluster trf 
trees in the foregromid stand out through the haze; the rest is an indefinite play of 
mist and half-hidden shapes rendered in a similar &shion as in the w'orks of the 
foremost Ch‘an painters, though with stronger colourisiic accents and more defimte 
suggestion of form and space. 

Closely related in style to the most spontaneous works of Kao K‘o-kung are the 
landscape paintings in Japanese collections which are traditionally ascribed to a 
painter called Kao Jan-hui, a name reponed by Soami in Kundaiht'an^ but unknown 
in the Chinese chronicles. The supposition lies near at hand that it may be another 
appellation for the same man, though it seems, on the other hand, hardly possible 
that such a well-knowTi and lamous man as Kao K‘o-kung would not have been 
known under his right name in Japan. However this may be, it is evident that the 
landscapes ascribed to Kao Jan-hui arc of the same type as those mentioned above, 
though perhaps still more sketchy, executed as they are in broad masses of hght 
and shade with floating ink. They are well known through repeated reproductions^: 
A Winter-- and A Summer Mountain in Kooebi-in (Kyoto) (PL 115), and 

A Summ£r Mountain in the collection of Count Sakai, and A Summer Mountain m the 
collection of Viscount Akimoto. Particularly the two pictures in Count Sakai’s 
collection are of a quality fully comparable to that of Kao K‘o-kung’s above- 
mentioned Mountain in Ratni the moist atmosphere and the luminous freshness of 
the trees and shrubs are rendered in the same brilhant fashion with broad splashes 
of ink. 

Huang Kung-wang was a litde younger than Kao K‘o-kimg, but his fame as a 
painter became almost equally great. He was bom in 1269 at Ch*ang-shu 
(Kiangsu) when his father was 90 years old (?). and received therefore the name 
Kung-wang Tzu-chiu (Father’s long time hoped-for son), but he called himself 
also: I-feng (Single Peak) and Ta-ch*ih (Big Fool). He was a brilliant child, and 
became thoroughly versed in every kind of historical and philosophical studies; 
“there w'as nothing he did not understand-”* As a result of this great interest in 
learning he established the “Hall of the Three Religious” in Su-chou, but retired 
later on to the Fu-ch‘un mountains, where he lived in solitude as a Taoist to the 

age of 85. 


* Rqirodttced in Toyv, pis, an, 157, 

* *rhc biograpMciil data, rt Huang Kung watig arc psxn 
Cf. Shu ffu P'tt,vcl. 54. 
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“He wandered about w^ith paper and brush in his sleeve, and when he 
beautiful scenery he instanUy took down a record of it . . - He esam^e , _ _ X 

the changing effects of morning and cveniiig over the mountains ^d the light and 
shade of the four seasonSj sioring them all in liis mind and Mpr«sing them w 
brush. .\iid so he painted the thousand lulls and ten-thousand valleys more and more 
wonderful die longer he continued; peaks upon peaks and cliffs upon cliffs ever 
ever more wonderful. He used more of the thin purple colour of green and blue 
and watery ink. He learned from Tung Yiian, but surpa^ by far his model. 

According to Chang Ch‘ou, Huang Kung-wang worked in two different manneri. 
Sometimes he painted with a light purplish colour, drawing tiic moun^in and 

rocky ledges tMth a fimi and strong brush, but at other times be used^luted ink imd 
sketched the mountains very freely without any folds or w'rinkles. The same cntic 
savs about his Luxuriant Spring Meuntain that it was “a pure, genuine, exc^dingly vne 
and detailed work yet, simple and tvcll-balanccd; altogether superior to Cmo Meng- 
fu’s picture. Ni Tsan said: ‘Though Huang Tzii-chiu could not dream of reaching 
Preident Kao’s and IVases, yet, no painter of the present age is equal to him. 

Is there any other man of the Yiian d^asty who could do as well and give 
such profound enjoyment to the beholder ?*’ 


It would require loo much space to quote more of the old historians about Huang 
Kung-wang’s art; they are all unanimous in representing him as one of those ^uly 
great masters whose creative faculty grew in depth and strength the longer he lived. 
In his old age "he reached the very essence of things, which is not the case of 
ordinary painters”. 

The works by Huang K.ujig''wang in private collections in China and Japan, 
which have become known through reproductions, are hardly sufficient for an 
apprcciadon of the painter’s full significance. None of them is of outstanding 
importance ; yet, they are all interesting and often far developed in a formal sense. 
A rather peculiar design is the horizontal scroll belonging to Mr. Wang Heng-yimg 
in Peking, knowm as EndUss Autumn Mountains^ because the whole lower edge is 
cut out into a row of teeth-like formations, and it is hard to tell whether this is 
simply a pleasanterie or some aliusion to the painter’s ideas about the formation of 
the interior of the soil. The landscape itself is a rather crowded composition of 
wooded hills, mountain peab, terraces, huts, hollow-way's, trees of many types, 
etc., brought together in such abundance that it requires some effort on the part of 
the beholder to see it in every part.^ The thoughts of the painter seem to float with 


the impetuous speed of a big torrent; he has hardly time to develop and express 
them completely, though his manner of painting is speedy and fluent. A still more 
interesting work of his is the so-called CfiiA Lon Sfnh t% the Abode of Friendship or 
Epidendrum (which is the symbol of friendship),’a small picture executed in a very 
clever and original fashion with lighdy sketched mountains in soft greyish lone, 
and strongly dotted trees laid in with some quick horizontal and vertical 
touches of the brush. (PI, 116.) The virtuosity of the technical execution reminds 
us of certain works by Shih-t*ao or other equally far-developed expressionistic 


» Cf. Tokyo EMb, Cat., pi. iGS. 

* Pit>bAbly In tbe CK-Impciial XEanchu Houselkold CbUcctian, knowTi to mt onJy ihrcFugh a photograph 
acquit^d in Peking. 
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painters from the end of the Ming period. The whole thing is surprisingly modem, 
and may well ser\'C as an illustration of the new development in monochrome ink- 
painting due to Huang Kung-wang and the other great landscape pabters of this 

period. 

Other pictures by the master such as the Afountmn ViUage in ^'cnjng Mtst^ which 
is signed and dated 1343 (belongmg to Mr. P'ang Yiian-chi in Shanghai) (PI. 1 17), 
and the Autumn Mowitsin in Mr. Yamamoto^s collection,' which is signed and dated 
I353 j vibrant with contrasts of light and shade, but also very enccrive and 

original specimens of brilliant brush-work. Particularly, the fonner is remarkable 
for the easy sweeping movement of the brush, which follows the forms of the 
undulating hills and the slopes of riverbanks as naturally as the wbd that raises the 
dust, Huang Kung-wang must have felt the joy of painting and of pouring Forth 
his creative imagination in brush-strokes no less telling and significant than those 

of C^anne. ^ ... 

The often recurring comparison between Huang Kung-wang and Mi rei is a 

rather limping argument; the tw'o men painted m quite dilferenl manners, although 
both applied the ink impressionistically. Huang Kung-wang had a stroke or a 
touch of his own, which nobody either before or after him quite reached “He 
played with the brush and the ink and fell intensely happy m his work 
greatest bterests were not those pursued by the men of his time. Is there anybody 
to-day who undcretands them?”-asks P‘an Ch'un, a coniem^rar>' critic.* 

The short treatise which he composed under the title: Xme Rules for Pointing 
Undscapes, Tms, and Rocks is more interesting firom a technical than from a 
historical point of view.^ The great examples and models which he mentioiw over 
and over again are Tung Yuan and Li Ch‘eng; Mi Fei is mentioned only for his 
characterixarion of Li Ch*eng, not as a model of painting. He winds up by the 
following remarks;— 

*‘Thc most important thing b painung is Ji (rea^n or pnnciple). Wu Jung 
said in a poem; ‘A good workman can grasp the h of painung in colour, but to uk he 
ink riehtlv is very difficult.' Li Gh'eng treasured mk like gold. The four things which 
must be avoided^ beyond cverythmg else are; slouch, sweetness, vulganty, and reck- 

lessncss/^ 

Wang Mcng, tzit, Shu-ming, hao, Huang-hao, usually ranked as the third of 
die great landscape painters of the Yiian period, was a somewhat younger man who 
Uved mto the Ming period (died 1385). He was bom at VVu-hsmg (Wangsu). and 
his mother was a daughter of Chao M6ng-fu, who is said to have been his first model 

in art, 

•■but when he grev up, he did not care to please Ac people of his lime, but us^ hi 
bmsh simply to eaprei hfa natural genius, fie worked with tremendous speed and was 


1 Cf. Toio« BcMb.C9t.,p\a. »69, 170 - 

* Quoted in Oi'ing-h Sku Hua Fang. - . tr • »- 

^ Known to me only thitFU||;h the reprint in Itua Hnah Hm Jm. 

♦ A poet at the end of the Tang period. 
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able to w-ritc a thousand characters in a few' moments* and he was considered a greai 
scholar by superior men,” In painting landscape he took Timg Yuan and Chu^an 
as models, but also Wang Wei . . . “He combined the wrinkles of several schwls 
and painted landscapes in more than ten different ways and also trees in more than ten 
different styles. The roads and passage-ways he made ciming smd win^g; the 
and clouds vague and indistinct, and represented perfectly the depth of the mountain 
forests." ^ 


This characterization applies fairly well to the works by Wang Meng still 
preser\'cd, but it may be noted that Chang Ch‘ou, who has a great deal more to 
say about the painter than can be quoted here, claims that he followed the style 
of Li Sheng, and that there were works by him executed in a very detailed and 
careful fashion as well as roughly sketched pictures done with a vigorous brush.® 
Then he goes on to offer the following interesting criticism:— 

“Among the four great painters of ilic Northern Sung dynasty Li Ch‘eng ranked 
first, then came Tung Yuan, Chu-jan, and Fan K‘uan. Among the four great pamtere 
of the Southern Sung, Liu Sung-nien ranked first, then came Li T‘ang, Ma Yuan, and 
Hsia Knei. Among die four great painters of the Yuan dynasty Chao Meng-fu ranked 
first, then came Huang Kung-wang, Wang Meng, and \Vu Ch^n. Tung Yiian’s and 
Huang Kung-wang’s works are more than wonderful, Ma Viian's, Hsia Kuci’s, and 
\Vu Chen's worksarc of a rustic kind, and 1 am not very fond ofthem;th(^ arc mentioned 
simply because they were esteemed by people of past times; but my opinions may have 
to be corrected by true connoisseui^. Nowadays people consider the paintings of the 
Yuan dynasty as of the highest class, but they do not realize that the painters of the 
Yiian period all learned from the masters of T‘ang and Sung, Tree works by the Tang 
and Sung masters arc, however, very rare, and what the amateurs mostly sec arc 
copies, which may cause this indifference. Take, for example, Wang Meng’s land¬ 
scape; the human figures, tlie trees, the plants, the mist, the clouds, the effects of the 
whole’ thing are imitated after Li Sheng, Only the manner of the ‘wrinkles’ is some¬ 
what different. There is a picture by ti Sheng, in the possesion of the Hsiang family, 
representing Tfu Great Sages’, study it carefully, and you will find the proofs (of what 
I have said). People of to-day arc careless and do not examine things (properly). 
But they should be ashamed and remember that our ancestors in sacrificing to the 
waters did it fimt to the rivers and then to the sea, which is the right order." 


Wang Meng was evidently an intensely productive painter who created masses 
of large mountain landscapes, but wc are nevertheless told that he usually kept his 
pictures for three years in his studio at T‘ai-an, opposite T‘ai shan, before finishing 
them. The silk was spanned on the wall of the room, and he worked on the 
pictures only when he felt inspired. Some of them were coloured, others in pure 
ink. Those which have survived are, as far as I know, alt of the latter class, and 
they are to-day more than ever reckoned by Chinese collectors among the greatest 
treasures of old painting, quite in accordance with the opinion criticized by Chang 
Ch‘ou in the above-quoted passage. A detailed study of Wang Meng’s works 
would easily fill a volume, because there arc still dozens of them in private collec¬ 
tions in China and Japan,® whereas no authentic specimens of his art seem to have 


^ Quoted from Nm Hmg Chwt Lu in Shu Mua P'uj vo!, 54. 

■ Ch'ing^ Shu tlua Fsng^ voL xU 

* Cf, E^thih^Cataiffgue, pit. lya-flojin Chnig-km Ming Hm CHi are four pictures by the [nastcr- 

others are reproduced in Kakka^ 44 ij and in AomAu GEimku- 
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reached Europe or America, a fact which also may serve to throw some light on 
the particular characteristics of the master. There cati be no doubt regarding his 
historical importance as the creator of the IVSn-jhi-hua type, but whether he is one 
of the very greatest masters of Chinese painting, as claimed by modem collectors, 
becomes eridently a question of sesthetic ideals* 

Chang Ch‘ou’s opinion that he w'as closely dependent on the art of the Sung 
masters and particularly on the works of Li Sheng is hardly verified by the works 
of his known to me; their interest lies rather in the fact they are absolutely 
dilTerent, not to say opposed, to the landscape paintings of the Southern Sung 
period. But he may have painted, in earlier years, things of a more traditional 
type. The nearest approach to tradition among Wang Meng’s works known to me, 
is the very fine large landscape belonging to Mr. Shao Fu-ying in Peking, which 
may be said to sboTY some slight resemblance to the w'orks of Chu-jan, though it is 
executed with more strength and decision than the landscapes of the monk-painter. 
(PI. 118.) It is not datcionly provided with an inscription by the artist. The 
tow'ering mountains, which rise in several layers over the broad torrent and the 
terraces with the charming pavilions in the foreground, are designed in a similar 
fashion as in the works of Fan iC‘uan and Chii-jan, but they are defined in greater 
detail with innumerable “wrinkles” and folds, and have more structure than the 
mountains of the earlier masters. The picture seems to me altogether one of the 
most enjoyable works by Wang Meng, presumably painted before he had reached 
the final stage in his evolution. 

As examples of his later works may be mentioned tw'o pictures in Mr. Xi Pao- 
hsitm’s collection in Peking, both signed and one dated (PI- itg.) Tliey 

represent tall vertical sections of mountain massifs, which fill the pictures practi¬ 
cally from the top to the bottom. There is hardly any free space; the view seems 
almost to be cut out of a larger composition; the majestic motives are brought very 
close to the beholder, as if the artist was trying to emphasize their overpowering 
grandure. I'he incessant movement of the wreathing and bulging forms would be 
confusing, were it not that it is dominated by a continuous rhythm, which also is 
accentuated in the brush-work. It is adnurable but almost suffocating. 

This was the type of imaginative landscape painting that henceforth became the 
ideal of the scholars and the learned critics. To them it was a rev^elation of the 
overw'helmmg grandure and infinite richness of nature, far more interesting than 
the spacious and poetic compositions by Ma Yuan or Hsia something that 

could be intellectually enjoyed like an intricate argument, and not simply vaguely 
felt like the reflection of a lonely pine or the autumn moon in the soul of man. 
Few artists have had a greater* influence on subsequent evolution than Wang 
Meng or given more complete and commanding expression to the new aesthetic 
ideals of his time. Their relative importance in comparison with the ideals of 
preceding epochs of Chinese painting will always remain a matter of personal taste 

and culture. 
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Ni Tsan, whose appreciations of the four great masters of the Yiian ^od have 
been quoted in the preceding pages, was hims^ subsequently placed m the forc- 
mosi class, which was then made to comprise six masters, i.c. Chao Meng-tu, 
Kao K‘o-kung, Huang Kung-wang, Wang Meng, Ni Tsan, and \\ u Chen, e 
was bom in 1301, the son of a wealthy family at Wu'hsmg, and lived to the seventh 
year of Ming Hung Wu (1374)* Ni Tsan’s tzii was Yiian-chen, but he was known 
under at least ten different fancy names such as Yim-Iin, Ni-joi, Ghing-ming thii* 
shih (The Spotless Scholar), and others. He was a great collector and built the 
Ch‘ing-pi pavihon for his old writings and paintings/ By his love for the 
old-fashioned (wliich he also expressed by writing only H charactei^), and by his 
great fondness of cleanhness he resembled Mi Fei, but he was of a more timid 
nature and shunned official life. Very few people found the way to the place where 
he lived hidden from the w^orld, and he consequently got the name Ni-yu, 
Unapproachable Ni. And in order to feel still more free and unhampered 

“he distributed all his wealth among Mends and relatives and started to trayd in the 
boa IS of the fishermen along the five Lakes and the Three Rivers [of Kiangsu). 
Somelimea he made long vhits to the Buddhist temples and frit quite satwhed with a 
wooden bed and a bamboo lamp. And the pictures which he made of bamboos and 
rocks be gave away freely; but as they became known, collectors offered great sui^ for 
them. It thus happened that a prominent man seat a messenger to him with gifts of 
silk and money to obtain some pictures, but Ni Tsan felt it a-s an offence and said: 
'I have never during my whole life painted for the highfliers,* He tore up the silk and 
returned the money.’* After his death his pictures became so highly appreciated that 
the Kiangman ramilics were divided into two classes; such that possessed, and such 
that did not possess pictures by Ni T&an. A consequence of this excessive appreciation 
of Ni Tsan's works was also a great quantity of copies and imitations. 

Authentic pictures by Ni Tsan are not very common ; yet, a dozen or more arc 
known in public and private collections in China and Japan, most of them 
representing autumn views with stretches of quiet water between rocky shores w ith 
a few bare trees. The cool greyish atmosphere is perfectly suggosted by the tone of 
the paper and the light ink; they seem to be ensouled by the quiet resignation of 
the autumn day. There is no calligraphic elaboration in these landscapes, no 
crowding ol‘ motives, simply a very sensitive recording of some visual impressions 
of the river scenery of Kiangsu; and as the horizon usually is lower than in the 
traditional Chinese landscapes, they become more alike to European ink-drawings 
than to the pictures of Wang Meng or the Wen-jhi-hm. Beautiful examples of such 
paintings by Ni Tsan may be seen, for instance, in the Palace Museum in Peking,* 
and in the collections of Mr, P*ang Yuan-chi [dated 1345), Mr. F. Abe, Sumiyoshi, 
Mr. Hashimoto (dated 1362),* and also in the National Museum, Stockholm 
(dated i374)-‘* (PI- They represent the most common type of Ni Tsan’s works, 

^ The nmin records about Ni Tsan arc coUccled in Shu Him %xA. 54, aiid Shu Him voU xl, 

■ Ct, Ku Kung Shii Him Chi^ toL xiii. 

• CJp Exkib* CcLf pb. iBtf 182, and the CaL ^the Abe cdheL, pL 24 

* Chirir mtd Sadpt- und Paini. rn the Afiij., Stockholm, pi. 45. For other Jiimtljar pLclujm by NI 

Tsan see, Omura, Gwasin, pis. 6, 7. 
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In Other compositions the river-banks rise into mountains of broad and 
solid shapes but these, too, are drawn with a light brush dearly and simply without 
any calligraphic transposition or accentuation of folds and “wnnkles”. (PI. 121.} 
Two examples are in the National Museum in Peking, another was in the Imperial 
Manchu Household coUecdon (signed and dated 135a). Tlierc are, of course, 
variations or combinarions of these compositional types, though Ni Tsan s works 
are on the whole more unified, not to say monotonous, than the works of the other 
great landscape painters, but characteristic of them all is the charming simplicity 
and directness with w^hich he is recording the quiet river scenes. 

In later years Ni Tsan seems occasionally to have painted with a somewhat 
broader brush and stronger accents of light and shade, as may be seen in 1^ famot^ 
picture of the Lion Grove Garden {Shih~t^ ling) in Su-chou.’ According to his 
inscription on the picture, he painted it in i 373 in the manner of Ching Hao and 
Kuang T‘ung, but the result is an uncommonly fresh and colouristically effective 
picture of the fantastic rockeries (in **lion-shapes*’), the old trees, and the paidUons 
in the bamboo grove. The handling of the ink is ^most as free and strong as in the 
works ofShen Chou (fifteenth century). No wonder that the Emperor Ch'ien Lung 
loved this picture In particular, but what a pity that be could not find a less 
ambitious way of expressing his admiration than by covering all the empty space 
with poems (seven of them !) and seals. 

The greatest poet among the landscape painters of the \uan period was, how'- 
ever, Wu Chen, Chung-kuei, kao, Mei-hua Tao-jen (the Taoist of the Pl^m- 
blossoms). He was born in 1280 at Chia-hsiang, where he passed most of his life, 
and died 1354). Like Ni Tsan*s, his nature was ‘lonely and pure”, but he could be 
“impetuous and obstinate” (as many of these Taoist recluses), and wielded the brush 
with extraordinary ene^g>^ He painted, like the rest of these men, to express ^ 
genius and distributed his works freely to those who did not ask for them; nor did 
he, to begin with, meet much appreciation from the picture collectors. We are 
told that they did not come to him with their gifts, but went to his next door 
neighbour, the painter Sheng Mou. His wife laughed at him for this lack of 
success, but he answered confidently: “It will not be so after twenty years. The 
chronicler adds: “His w'ords came true; Sheng Mou may have known ^the short¬ 
cuts in art (how to express much by little), but he did not (like Wu Chen) possess 
the freshness of the vast sky or the air of the w oods, which make the spirit-harmony 
ichHySn) in art.”* 

Indeed, Sheng Mou Tzu-chao) was a very able painter, as may be seen m 
his four large mountain landscapes in the Palace Museum in Peking, but he had 
little new to say and continued in the footsteps of Ghii-jan and Fan K*uan when he 


‘ The picture U in the form of a short scroll, pghlirhcd in a separate volume, by tlic m 

Fddng (19=7). According to iiwcriplions by Ch‘ien Lung's officials, picluies ti« <ame 
by^Tsan's contemporary Chu Te-jun and by a bter painter, Hsii Pen. Menuoned by Ferguson (op. 

rit., p. 146) with wrong dates. ,...1 

» Thrbipgraphicjil records about Wu Gh£n in Hm P'a, vol. ^ 


>43 


A HISTORY 


OF EARLY CHINESE PAINTING 

did not imitate Wu Chen.’ A comparison between the two painters brings out 
Wu ChenS genius in the most striking way. He is also said to have followed Chii- 
jan as a landscape painter^ but it would be difRcult to detect in his landscapes any 
dependence on tbi?; predecessor. More CNident is the connection en T ung, 

the unattainable ideal of all the bamboo painters. One of VVu Chen s biographers 
says that, while Wen T'ung concealed his paintings in the bamboos, W u Chen 
concealed the bamboos in the paintings; which may refer to tlic fact that the 
compositions of the Sung master were more rich and luxuriant than the slender 
designs of Wu Chen, Yet, they had something of the same virility and strength, 

Ylic pictures by Wu Chen still preserv'ed in Far £astern collections are cjuite 
numerous, and show considerable variations. Among the landscapes there are the 
large finished compositions with a background of high mountains and a foreground 
of water and tall trees. They arc strong and imposing by their designs as well as 
by the firm and energetic brush-work. Excellent examples of tliis kind are preserved 
in the Palace Museum and in Mr. Ti Pao-hsien’s collection. (PI. 122.)’^ To this 
may also be counted the wonderful large picture of two gnarled firs on a hilly 
slope in the Palace Museum, which is executed in great detail and ^vilh a most 
sensitive modulation of the ink tones (dated 1329).® The other class is formed by 
the smaller broadly sketched pictures, which are more like improvisations or 
SjX>ntaneous records, jotted down with a few touches of the brush. Mr, Wang 
Heng-ynng in Peking has a couple of such pictures; others are in the collection of 
Mr. Abe in Sumiyoshi, and in the Boston Museum. They are vibrant with tone 
and atmosphere, intimate and strong, often with a touch of humour in the 
characterization of the figures, which are mostly placed in a boat. (PL 123.) They 
make us recall some of Daumier’s masterly sketches, though the figures In Wu 
Chra’s pictures form simply a minor element in the representation of the evening 
haze over the quiet beaches. These are the pictures executed with dry ink, which 
are mentioned by a critic, who praises their deep spirit-harmony {ch*i jiin) and 
quotes the follow'ing words by Ni Tsan; ‘Met Tao-Jen lived at the Plum-blossom 
cottage. At his window stood the stone goblet filled with resinous wine. When he 
got drunk, he svning the brush and painted the air of the mountains, the haze, 
the mist, and the clouds without a flaw’—^words which well express the beauty of 
Chung-kuel’s art.” 

Wu Chra himself wrote a great number of poetic inscriptions on his pictures, 
thus completing them not only intellcctuaily, but also from a decorative point of 
view by his beautiful “running hand^*, and these poems were after his death 
collected and edited by a certain Ghien Fen under the title / Mo (Ink Remains}.* 

^ C£ All Kungr vola, iii and v* AV Kung Shu Htia Chi, vob* x and xiv^ Othc^ pictures hy Sheng Mou In 
a60p and CaS^^ > 9^’ 

* K*!! A'yn;^ Shu Hm CM, on 4^ 5in. by J fl. Em., and TokjQ Exhik, CaL^ pL, 1E5* 

All Iiimg Shu Hm vd. ix; on silk; me; 5 ft. 6 In. by ^ ft. 5 in. 

* Reprinted in Mn Sfm Ti^ungShu^ Part III [icet. l)»ci^p«4. 
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They are mostly shortj but rich in feeling and metaphoric expression, 

referring to his solitary walks or his iravek along tlie rivers. For instance: Tlie 
pines are high^ the wind b growing and nioans without a stop. The old stream of 
the mountain-springs murmurs in solitary’ gloom. The jade pebbles are eaten 
away and sbified the day long. I sing the ode of the PuTpls Ptiugus to stir the mighty 
autumn.” 

Belbrc proceeding to study the bamboo paintings of Wu Chen and his con¬ 
temporaries, tw'o or three more landscape paintcre should be mentioned, because 
e^'eu if they did not reach the fame of the great masters, they are known through 
many interesting paintings. 

Ts‘ao Chih-pai, better knowm under hb hao^ Yun-hsi, served during the reign 
of Kublai Khan as a professor in a government college, but resigned in order to 
devote himself entirely to Taoist studies and painting. He studied the worb of Li 
Ch'eng and Kuo Hsi, and painted river scenes with high firs in a rather minute, 
but yet strong manner, as may be observed in twn important pictures in the Palace 
Museum and others in private collections in China and Japan/ Some of his works 
recall Ni Tsan’s pictures, but they are less subtle and spontaneous. 

Lu Kuang, Chi-hung, kao, T^ien-yii, was a more progressive painter, who is 
said to have followed Wang Meng, an influence which is not particularly striking 
in the rocky landscape in Mr. G. Harada*s collection in Tokyo.=* We are also told 
that he painted the branches of his trees, “like dancing phtenixes and startled 
snakes,** a characterization which might just as well [or even better) apply to the 
elaborate plumy branches on the trees of Ts‘ao Chih-pai. 

Fang Ts‘ung-i, Wu-yii, hm, Fang-hu, from Kuei-hsi (Ki^gsi), was perhaps 
a greater genius as painter than the tw'O above-mentioned artists. He lived as^a 
Taobt monk in the Sliang-chtng temple and painted hazy mountain landscapes In 
the style of the two Mi, and consequently he sometimes also comes very close to Kao 
K‘o-kung, He was still active in the Hung Wu period. The Palace Mu^um 
contains at least two beautiful pictures by him, the one representing mountains in 
snow-mist, the other a steep cUfT-paih leading up to a mountain peak t^t ris^ 
above the mist, both done with gleaming blotty ink/ A minor sketch of hb was in 
the Imperial Manchu Household collection (PI. 125), and other examples are in 
private hands in Japan, 

His very sketchy and suggestive style b rather well characterized by the critic 
who wrote:* 

'* Fang-hu was the cleverest among the students of the fimnortah, (In his worb) 
the tldng which has no shape got shape, and though it had sha^, it reti^^ to the 
shapeless. To be able to express thb in painting is the highest perfcctioii. 11 he wasn t 
an Immortal, how could he have done such tilings ?*’ 


Cf. A'li Kmg Shu //04 Chi, voli ti and vii, and Tokyo £xhib. Cat,, t 6 o, i 6 «, 162. 

• Cr. Ef^dh. Cat., pi. 163. „ „ ^ , c fT L 

* Gf. Aa iSllii Hm CM, vejib. v and *iv, alao Kokka, 34S. Omurii, BuJijm Gaiauu, pl». 1, 3, 5,6. To^ 

ExMh. Cal., pi. 165. * Sad An-ehi quolcd in Shu Hua vol. 54. 
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( 5 ) PaiuUts Boifiboo <utd Plum-Bhssonts 

Even in the shortest discussion of painting during the Yuan penod some words 
must be devoted to bamboo painting, because this speciality grew now into 
unprecedented importance. By its relatively abstract nature, its particular demands 
on brush-work, and its traditional symbolism (which was pomted out in an earher 
chapter), it becomes like a touch-stone for the skill and the mentality of the artists. 
It offered them a rnediuin or a formula of expressing their characters, or attitude of 
mind, which sometimes was bending, lliough never broken by the rule of the 
Mongols. And since bamboo painting, to a certain extent, became a criterion of 
artistic competence, it was more or less cultivated by the majority of painters and 
by a great number of scholarly dilettanti. Chao Meng-fu w-as a gpod bamboo 
p^ter,as witnessed by a work of his in the Palace Museum^ his wife, Kuan 
Tao-sheng was a highly admired specialist in this art; Kao K^o-kning’s bamboo 
paintings were of the same superior quality as his landscapes, Ch‘ien Hsiian and 
Wang Yiian painted bamboo and other plants and trees; Ni Tsan made also 
some intimate paintings of bamboo groves, as mentioned before, and besides these 
great artists there were many lesser painters who painted bamboos as well as land¬ 
scapes. When we come to men like Li K^an, K'o Chiu-ssfi, Ku An, and Wu Chen, 
we find that bamboo painting was the great interest of their lives, they cultivated it 
as the highest form of art, they studied it and practised it almost as a religion. And 
the great master and founder of this cult was to them Wen T'ung, Yu-k*o, the 
fiiend of Su Tung-p‘o and the ideal of all later bamboo painters in China, The 
W'orks by him or his pupils were sought for all over the country and treasured as 
the sacred scriptures of this cult. Li K‘an who was a man of great culture, president 
of' the Board of Civil Office and one of the four members of the Privy Council 
under the Emperor Jen Tsung (1312-1320), has a great deal to tell about this in his 
Chu P"u (Bamboo Essay); an interesting booklet,but too long to be quoted in 
extenso; some extracts may serve to give an idea about his enthusiasm and the 
methods he followed in the study and practice of liamboo painting. 

He starts by telling about his early experiences ^ a bamboo painter and Ids 
disappointments in tiydng to find the ri^ht models. His joj was intense when he finally 
succeeded in acquiring four authentic pictures by Wen T*ung; to this he added 
nibblngs after stone-engravings of Wang ^Vd■s bamboo paintings and spcrimeiis by 
Li P‘o, a bamboo painter of tlic Five Dynasties peri^, M&cg-hsiu, a monk painter of 
the Sung period, and Hsiao Yiieh, another Sung painter, all rare and preciou.s works 
of an. As to the historical development he maWs the following observations; *'Thc 
painting of ink-bamboos started in the T*ang pmod, but the origin of it has not been 
investigated. According to tradition, Li_ s^ (Li Fo] of the Five Dynasties traced the 
shadows on the window and tbe others imitated him. Huang T*Ing-chien thought that 
Wu Tao-tzu started to paint bamboos (but these were in colour). Until Sung there 
was a gradual development; then at last WSn T'ung appeared as a bright sun,’^ etc. 
(see quotation on p. 37 ). Then he tells alwut tua travels during ten years in search of 
Wen T'ung’s worhs and how he, during his stay in Indo-China, studied and classified 
every variety of bamboo. 
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After this historical introduction he gives his rules for bamboo painting. Jn orfer 
to paint bamboo it is necessary to grasp the whole thing first completely m ihe^mmd; 
then, seize the brush, concentrate the attention, fix your eyes on tlie mode! and wnic 
it down, qtiickly. Move the brush, go on, follow what you sec as the buzzard shoots 
dov^Ti on the hare. One moment’s hesitation may defeat your work. 

*‘Su Tung-p‘o said: ‘this was the way Yii-k'o taught me, but 1 could not do u. It the 
mind knou-s the right way, but one is unable to do it, the inner and the outer (faculty), 
the mind and tlie hand, do not harmonize. Jt is the fault of not studying enough. 
As old Tung-p'o understood the way, but had not enough training, how could later 
men have had it? They only knew that bamboo painting does not consist m matog 
ioints and piling up leaves. They have either not concci\^ the whole tlimg in their 
minds, or they covet the high and far away at once, trying to skip the preparatory 
stages, and give free play to their emotions, rubbing and smeanng m every direction, 
Thev call that to take a short-cut in the brush-work. Really, one should st^ by 
painting joint after joint, leaf after leaf, concentrating the t^ughts on the bmsh- 
manner, continuing the training without getting brt^. The artist must th^ 
accumulate his power (of expression) until he amyes at the point when he can rely 
on himself and possesses the bamboo completely in hia mind. At this stage he can move 
the brush and follow the model he sees before him. If not prcpaniig m this way, he 
wQl grasp die brush in vain and be gazing at the Uiing m Iront of him without being 
able to represent it. But if he knows the rules and pnncipla, his work wiU b^^c 
faultless and he need have no fear not to succeed. He may feel bound or restrained for 
some tiike, but he wiU become able to go beyond the rules.” 


Such is Li Kean’s general exposition of the conditions of bamboo painting; the 
rest of his essay is devoted mainly to questions of more technical nature such as 
composition, drawing, and colouring, the ‘Tramework^*. etc,, but when he discus^ 
the ink-bamboos in particular, he makes the foUowing statement, which may be 
quoted in conclusion as a device for all good bamboo painting. 

“Every stroke must he replcic with a Uving thought; every side Itwk natural. When 
the whole thing is rounded off (as iTstandmg free) and the branches and leaves are 
moving, tlven the bamboo is accomplished.” 

No paintings by Li K‘an have been identified, but those by K‘o Chiu-ssfl, Ku 
An, and Wu Chen may to some extent make up for the loss. K‘o Chiu-ssii, 
Ching-chimg, A«a, Taniviu, was a learned man and served as a c^r of bwks in 
the Tien-li era (1329)- He painted his bamboos mostly in combination with old 
trees and rockeries and reached such fame that some people considered him the 
greatest in his art after W6n T‘ung. A picture of his m the Palace Museum repre¬ 
senting a dry tree, a rock, and some bamboos is remarkable for its sensmvencss 

rather than for any great strength of brush-work, ‘ 

Ku An tzS, Ting-chih, sen ed as a judge in Ch‘uan-chou m the Yuan t ung era 
and painted bamboos after the style of Hsiao Hsieh-lii. He repre^ 
Lnted the strong mountain bamboos shaken by the wind, bending and swaying 
like huge plumes, but yet full of virUe strength. A perfect ^ample of t^ mode 
is his picture in the Palace Museum, representing a tuft of high bamboo in strong 
wind on a peaceful rocL* Mother picture in the same museum, representing some 


J Cf. Ait Kung, vol. V. A Jinall picture ofl paper: 1 fc 9 lO- by * f '-5 
* Cf. Au Kung Ska Uaa Chi, vol. i- A large picture 00 paper: 5 ft. 8 m. by 3 


fL a in. 
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stalks of bamboo, an old tree and a stone, was done in co-operation by Ku An, Ni 
Tsan, and Chang Shcn.’ 

The foremost of all these bamboo painters was, however, Wu Chen, who m this 
field as well as in landscapes manifested !iis strong poetic temperament. He was 
also an ardent follower of the Wen T‘ong cult, and is said to have edited the short 
treatise known as Whi Hii-choti Chu F^ai (Wen Hu-chou’s Bamboo School), which 
contains biographical notes about twenty-five painters w-ho studied under Wen 
T‘ung or continued his manner in later years. The notes do not convey much or 
artistic interest, but they form another eloquent proof of the boundless admiration 
for the old master and his school. 

W'u Chen’s bamboo paintings represent mostly single branches or short secdom 
of the plants occasionally combined wnth a piece of rock. 1 hey are simpler in 
design, more limited and fiigitive than the works of the above-mentioned 
painters, but surpassing them by the spirited rhythm of the brush-ift'ork. By his 
perfect command of the Ink^ones W^i Chen succeeds, like WSn T‘ung, in gi^-ing 
an idea of the successive layers of leaves suggesting depth and space as well as 
movement, as may be seen in the picture here reproduced. (Pi. IS4.) His works 
may,indeed, be said to meet the requirements formukted by Li K‘an: Every 
brush-stroke is replete ivith tiiought, every branch and every leaf is moving. The 
poetic significance of the paintings is often emphasized by inscriptions by the 
artist, short and terse poems with a tone of sadness or resignation: ^^Branckes of 
Bamboo: An empty cave without a heart—but when the year grows cold its virtue 
will be known. The sky is bleak, the sun is sinking low, but they are still the same 

and keep their leaves in frost and snow.” 

Related to bamboo painting, though of a more limited significance, was the 
painting of water-plants, narcissi, orchids, and plum-blossoms. We had already 
occasion to say something about it in a pre\'ioiis chapter and mentioned there also 
some painters like Chao Meug-chien, Wang Yen-sou, and Tsoii Fu-lei, w-fio 
continued this special branch of painting during the early part of the Yuan d)Tiast)', 
They were followed by other men who passed it on into the Ming period and who 
did charming things of the same type as their predecessors. It w as pre'eminently 
an an of monks and Taoist recluses. Best known among these later painters are 
the two monks Pai TzG-t*ing and P'u-mmg [hao, Hsueh-ch'uang), whose paintings 
of reeds and orchids are highly appreciated by Far Eastern collectors,* and Wang 
Mien Yuan'cbang), ivhose pluni-bloasom paintings are counted among the 
finest of their class. The water-plants and orchids by Pai Tzh-tfing and P‘u-ming, 

t jCti A^ung Sha Hm ChU vd. v* SLec; fL 9 Id. by a ft, B in-, sign^ by tiie thvtt Also in Shih 

CA*a Fm ChL 

■ Bamboo paliitmg* by Wu arc rcprpduccil laJiaiuhiGmtshu, pL L Bimjin pi. m* Ku Kwi^ 

Shu Huu Chit wl- ii and vii, T&hj/^ ExJuL Cat-, pi. 189. 

^ A diaractcriatic picture representing Rnds and Watcr-Planls, by TEit-dng, h reptodured in 
Vanthu Gavtfht, pi. iii. A strifs of four fine pictures by P'u-ining, "Rockcrita, Plants, and Bumboos'' are in 
the Imperial CuUcclion in Japan. Cf. Tifl^ Exhib, Col., pis. £14^17. 
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respectively, are of a somewhat freer type and convey more of the fragrance of 
nature than the pictures by Chao Meng-chien, though they may not equ^ the old. 
master in the purity of the brush-work. 

Wang Mien was not a monk; he tried several times to pass the chin sMk degree, 
but did not succeed. Finally he gave up further studies, bought a small raft, and 
started travelling, hke the painters of old, along the rivers and lakes. Then he 
settled at the Chiu-li mountain in Chekiang and found it necessary (though very 
much against his artistic ambition] to sell his pictures tn order to support his family. 
He was honoured by Emperor Hung Wu with a mihtary office and died 72 years 
old in 1407. Like Wu Chen he used to complete his paintings with poetic inscrip¬ 
tions, and some of these were collected in the Chii Cheti book of poems. 

In his pictures he transmits the ever-recurring message of the approaching 
spring with never-failing lyric sentiment and supreme skill in the handling of brush 
and ink.^ They are all filled with die brightness and the fresh atmosphere of a 
March day in Chekiang, when the soil is steaming after a snow-fall, and the sky is 
transparently blue. The branches of the old plum-trees arc sprinkled with budding 
flowers, quivering with life, sometimes sparse and scattered, sometimes swarming 
like snowflakes, fastened on the dark branches, which may be strong *1ike dragon’s 
horns”, or bending “like angling rods”. Their transient beauty is fixed in his 
pictures by the touch of a brush which is swift and crisp, yielding and strong, as the 
breezes of spring. 

We have no reason to doubt the tradition, according to w'hich the artist, on an 
early spring morning, when new’-fallen snow covered the ground and the trees, 
ran up on a mountain and cried out: “This is the time when I hope to be trans¬ 
formed into an Immortal and rise on high”. The same wash might have been 
expressed by many of the great painters, not only of the Yiian period but also of 
earher times, to whom the great phenomena of nature, such as the new-fallen snow, 
w-ere conducive to the state of mind which expressed itself in creative work. They 
delved into them as sources of inspiration and represented them not simply as 
outward motives but as reflexes of a universal consciousness, suggestions of more 
permanent states of life and beaut>'. Their endeavour was to dissolve in their 
works, to become the essence of the motives and to make them live not only by 
a resemblance with the changing aspects of outward phenomena but through the 
pulse of spiritual experiences which every one must make again for himself if he 
is to understand the full sigmficance of the painter s work. 


1 Pictures by Wang Mien are tn be found in ibe collectians of Count Dati, Toky-o 
vol. xvi), Maeda [Tokyp ExMb. Cot., pi. 197). ^ Shanghai 30a), and Mr. Shao 

Fu-ying, Peking (PI, 126). 
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Ku Ko-u mn n. 36 

Ku K'ai-cliih, @ Ig ±, 1 , i 3 *“ 3 . 1 “. 35 , 36. 

42. 59 . 05. 75 j 70 . ’ ’4 
Ku K‘uang, ^ 1 , 91 

Kii Shan Liang t'ang, flt Ul ift U, 74 
Ku Tc^'icn, « ^ i«. 1 . 114; ri ,92 

Ku Tsun-chih, S iiyi I> 32 
Kuan Chung (Shenn), UH ifi, 1 , 88 
Kuan Fu-jcn, ® ^ A. H, i “9 
Kuan-hiiu, 0 " I, 107; 11 , 56 , iia 
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Kuan lung (momttaina). II, 19 

Kuan Micn'ChQn, |||| ^ Up 13 ‘ 

Auan Pti tu, ft! ^ PS. H. >2 
Kuan-tao [I2Q of Ghiang Ts'an), ff -jl^, II, 
Kuan Tao-ahCng, iS #. Up ^27/129, t 

Kuan 'Pun^ P 1 , 81 ; 

Kuan-w£n nm, la ^ ISi I. 27 . 

Aiwa Wa Shtag, ® th 27 

Kuang-choo, ] 9 f TI, 40, 43 ' - r 

Kuang-iac siu, it ^ I, 4^ “J 

K'uang-lu, % {it, 1 , .123 

Aafl- m iai, ^ II, 41. 4 ®. 54 

Kuei-hii, ;0 jS- H, «45 

Kuci'lai'tzR (hao of Qi'ao Pu^^tiih), !§ 

n , 38 

Kud-p'l lA*un, £ ^ I, 81 n. 
Kung-chao (tzu of Li IVci), H, 

Kung-^:h'i (ua of \Vu VOaH-yu), 1 ] 

Rung Haicn, Ig g, I, 29 
Kung K-ai, S IT, 132, 133 
Kung-miiig (tzil of Ch^cng T'ang), ^ ^ 
Kung-jun, U, II, i 0 
Rud Qiung-ahu, $|l I, 64, 82, 84, | 

II. 38, 7 ®i 9 ® 

Kuo Hii, ^ PS, 1 , tafi, 1377 11 , 9 *qq., 

34 . 39 . 40. 04 * 65. 89. 9T n., 132, 13^ 
Kuo Jo-faaa, a ^ dt, 1 . 33 n,, 39, 58, 76 
Kuo Tsung-h», in ^ IS, H, la 
Kuo Yu-chih, $11 II, lat 1^7 


Lan-t*iei4 £ Bli L 83 
IJ Aimhung, ^ ^ It, U, 47, JJ 
U Ao, ^ JJI, n, 77 
Ii ata<Kt«o, ^ 10 Jg, L 63, 66 
Li Chfai, ^ I, 101 
U Oi'^ng, iS,, I, Bi. laa, 

Li Chi, ^ n, 30 

Li Chung-shih, ^ tft I, gt 

Li Chu, I, 23 n. 

Li ch'iteh, ^ ft, n, m 

Li K'an, ^ f|^, II, 37, no, 136 a., 146] 
Li Kung-liu, ^ £, I, 60, 94; Ii, 29* 

9t, tsT, 121 
U Pn, $ Q, 1 , 69, 98 'i II, 97, 105,-133 

Li Po, $ 11 . 146 

Li Slian, ^ {Ij, 11 , ga 
Li Sh&ig, eJ: 1, 1 [ r, 127; II, 140 

Ii SsQ^cn, ^ jg 15 ., I, 33, 35, 40 
Ii Sm-brtin, ^ © Sfi, I, 40, 63, 65, 

T33: 11,42,67 
U Ta-kuan, $ A ft. U. 3® 

U Tang, ^ If, 11 ,61,63,65,70,71,74- 
la Ti, ^ jg, 11, 47, 70-3 
U Tsao, ^ II, 91 

Li Tuon-sluh, $ ij: 1 $, I, 135 
Ii Ts^ung-hsOn, ^ UJ, II, 89 
li Tuan, $ jjj, II, 72 
Li Tuan-ihu, ^ II, 54 

li Wd, ^ n, 42 
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A history of earl 

Fcng-tJ- v^ng, ^ Ifi 1. aao. 

*^o-clur ^Ho^-chuJ^ ^ i&t !■ 

li;inR ChaiiB'clia» ** ®7 

Liang K‘ai„ 1** 93> 

iiaD-rh*inft W 14- 
Uth M cAu*". JS! ic 14;*’ “ 

Hji (freehand copy), 34 

Ltn-chi, ^1 

lin-tao alian, S ill’ ^ *^i, m t .qR 
Lin Lti. 7 a Tjo ^‘a, fife jfe ffl '3^ 

Un-lli. *: **■ ’9 „ „ 

Lin T'ttJg'ltuci, ^ S S; 1*' 57 
Ling^f^E ® 4r *• 73 

Litig-ltuiuig, £ jti 1- 5* ® 

Ling-yAng, ® !iB> **» ®7 

Ling-ycii to. ® iM ffi*. * 55 ,= uu n 88 

Liu Ai.-Hi£n (Liu Sung-mcii), W Ig P^, iL 

Ciu Cli'ang, ffl H- f 
Uu Cliiog. ff! ffi* 

Liu Chii-chi* 34 S **2^54 

liu-iu (ban ,^ ■ ’ 

Lixi Kuan-tao, S4 S afti ^33 

Liu Kuiig-ch'Onn, W * W- 11> '5 

Liu uo-ebih, an '■ 

Liu Pei, an «i- I- 40 

Liu T^ans t' * W « * * « - L 'i-' 

livTao--' til at .j 

Uu Tmng-yvan. 4^ ^ TC- 4, 104. 4L ‘5 

Xiu-t^img asu, aC Jft 
Liu Tzu-hoUt I® ^ I?- **• *5 
Liu Yao, 34 Ba._ La® 

\ iT »Ugriphist)^ l^h I* 3 ”- 

S. >■ » 5 - “■ »’ 

XjcKch'uang, J| fi6» ^1+ ^*^3 

2 , j >^1, it* 

^ ®7 

L** Ksin^chung. |^ II 5^* 

Lj Hsin-yuaii* ® ^ ®- *- 
Lu Kuang, ® !8t H* 

Lu Leng-di'icli, A ^ *'* 

Lu-ahaUi iJt lUt I*’ 

tu WV *- '3> ^4’ 

Lu Chi. s «e> 11. 44- *“9 
LU Chi-fu, S ^ fl, ,, 

Lnan-ch‘ai l»‘iin, iL S^JW’ 1* ^ 

Luan*nia te'un. M. }(| I6> 1» 

Lung-hsing asu, ftg ft L 7“ 

Lung-mien of U Kung-Un), S| !£. lU 47-Bo 
Lung-yen, flfe Hl> H- ’9 

Mil Fen (FCn). Jft S' H- 45- 77 


Y CHINESE painting 


Ma Ho-ehih, m ”.V®' 

Ma Hsing-tau, ft ft. *1- 77 
Ma Ku, ift *A- 1- 
Ma K'uei, 1 % 5i’ H- 77. 7^ 

Ma Kuiig-hiicn, J^ SB. 77 
Ma Un. 0S m* H* 7®. 03. 04 
Ma-nao, fl| H- >“3 
Ma Shih-jung, || ^ a&i I)-* 77 
Ma-ya ts'uii, Bj ^ IS- 1. 0^ 

Ma Yuan, ^ 1- ^4 

Mao 1, ^ iE- II- 7^. ‘3> 

Mm Shtk, ^ 11. 00 

Mao Sung, ^ **%!?. k 

Mei-hua Tao-jen (hao of VVu Glifrn), W ?E jS A» 

Mei Yao^h‘cn, ^ ^ 1- **7 

Ming Ch‘anB, '£ ft, L >»* 

M^ng-hsiu, ^ 11. 140 

5 ii "l/tiSi. «■ 

8t, 04, 07, 95,99. ‘ '“7. >30. 15^ 

137 ; n, 3 , Bssqq-, 39. 40- 4i. 47. 5®. ^37. 

133. >35- >39 

Mi Fu. ilt tt. n, 35 ^ ^ tt ,1 a:; 

Ji/i llsiaifg-yittsg Chih Lw, # H PS ^ tt- . 3 

Mi-iao an, -^(t ;£ fS’ 1* 

Mi-lo, m ft. II, ”0 

\U Yu-jet., * ^ e. 33. 34 

Mi YDan-hui, ^ IC H* 'S'* 

I Miao-k‘m, jl!^ 1®. I- *7 

I Min //(ai CAi, M ^ E- H’ '“7 

Min ihan, Ift ill, H. >8 . ™ «. IT 

Ming-lk (cm of Shih-iung>, W ft,JL 4 * 

A/inf Hum^ SHh Ma i*B, W ij’ 07 * 

Mo-ch'( (tiU of Wang Wci), J# 1- 0®' 07 > 

II tB 

mo pen [copy by ® n-7 

Muih'i [hao of Fa-di'ang), ft, IS- H. 93. 93 7. 

90, IQlt 

Nan-kung (hao of Mi 

Ni U pa dng ts‘un, ifg X '1^ ^ 73 

Ni Tsan, 1- '=*7; H. >35. 'S^. '4^* >45. 

146, I4B _ T, 

Ni-yO (hso of Tsan), H. >4® 

Niu-mao is'un, ^ ^ jJlE. 1 . 0 ® 

O-mci ahan, lift 1^ tU- H' '0 , |, 

Ou-yang Hsiu, W » 1- ^S. ”7®- 1 H* 3 

pai miao, & !£■ U- 5L 35- 50- >3*. *33 
Pai TEh-l‘ing, |& T- S£> H. ‘40 
P^an Shun, ^ 14- 1^ „ 

P'ang Ytian-clii, ft A: Iff'. H* *39. '4® 
Pao-chi, fll 1- '*7 

pan Chin clmi, ^ W H* “7 
Pao Ting, a Jffi’ 11- 3® . 

Pao-ying isGi t( ift ^4 94 

Pao-yueh, iff ft. L >®0 
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Pei'<hu]g-l£ ssa, ^ A {S IL io 8 
Pci ChO. M m. i. 27 
Pei K‘ai, m ta. I. 15 
P‘cL K‘uiin, 1 I» 1*6 

Pei ACui. H I, ya 
n m ifl. I, 84 
Pci Tu, 1 , 34 

Pfug-lai, ^ t, 90 

Pi C/th pn, m m *5 
Pi Hung, I, 91 

Pi-ma ts'un, ^ Jft I, fli n. 

Kcn-liang, ^ gS, I, 103, 104, 114 ^ IT, 61, ny 
Picn Luan, |||||> L 97 n. ; H, sa 

Pin Chia (Ka) Lo. » «, 1. 43 

P'ing-yang, ^ fQ, I, iq n.. 34 ; II. ga 
Po-hsing, 1, 74 

Po Lo-t*ien (Po Chii-i), 0 |g 3 ^, II, iB 
P<Mhih (tzu of U Kung^lin), II, 53* 54 

Po-yang, (ft, I. 78 

Po-mo (Bling-ink), H, I, 83 } II, 95, 107 
P*t>-AvaDg ta'uil, m m I, Sa n. 

Pu-tki/t Chitn JVttn, i, j® JH, II, no 
Pu<chih (izu of Yang Wu-chiu), II, 110 

Pu-tai, :($ 1 ], 104 

PU-k'ung Chiti'kang, ^ ^ PK> I. Jot 
Ptt-kuang, if jfe, II, 104, 105 
Pu-mcn »a, # I, 7*, 80 

Pu*ming, If m, II, •48 
Pu.l‘jeq,^ 

Sart't'aJ haien, H ft If , I, 73 n. 

San-woi Ych-jen (hao of Cbcng Ssfl-hslao), = 

^ ^ A» n* 114 

iSftan C/ntang Kao /, lij ^ II, 11 
Sban Chuang Pu, ^r ^ H, 11, 33 
Shan-fan, Ul li> tt 3 

Shan-ku Tao-jfin (hao of Huang T*ing-chicn), 

111 # m A* 11. 

Shm S/ati Chia Pa, Ul TK III U, 84 n, 

Shan-yang, ilj [$, (, s6 

Shao Fu-ying, ^ ft, I, J34 ; II, 141, [490. 

ShaO'hatng, i, 108 

ShaG-lln ^ « I. 38 n< 

Shin^h^ng, |f ft, I, 1*3 

Shcn Cbieh-chou. £t ^ J 9 Q, II, 30 n. 

Sh^« Chou, ^ J®, II, »43 
Sh&i'Itsiu, If 1 , 64 n, 

Sh£n Rua, ^ I, na n. 

sh6n I’ung, |f ft, 1, 33 

Sh^ Mou, ft j®, tl, 143 

Sheng Win-8u. ft SC ft, I t^Q 

Sh£ng-yin ssfi. ft f, I, jo8 

Shcng-ya (tail of Rung K*aij, ft II, 13* 

Shih Ch*[ian-shu, t ft ft. I, 77 

Shih K‘o, ft., I, no; II, 95 

Shih Lin Pi Shu in, ;5 jj* g- ft. H. 2 ^ 

Shih-t'ao, sf, n, 138 

Shih^t, II, 84 Q., 104 

Shih-tsun, ± a|, H, 4a 
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Shih-tung, Hf, II, 43 

Shih-tzQ ling, ft iF H, >43 

Shih-ycn, -± |fx, 11 , 42 

Shu-cb'ing, ^ ft, il, 47 

ShU'huen (tzu crf'K.uo Cbtmg-ahu), ^ I, 131 

Shu-ming (tzil of Wang Mcng), ft II, 139 

ShU'ta (tail of Tung Yfuin), ft 1 . 133 

^Ain Li Sfm, ft ft, tl, 134 

Shun-chil (tzH of Ch'ieti Hsiian), ^ ft. Jl, 130 

Shuri'fu (tzu of Kuo Hrij, ^ A. II> 

So-nan (t:8 of Cheng Ssu-bsiao), ^ ’((}, II, 114 
So-wiog fhao of Ch'^fi Jung), jjf ft. II, 106 
Ssji-cbou (in Anhui), ft J|(, II. 38 
SsQ-ma Kuang, 1 | II, 3, 4 

Sti-chau, 11 /ff, I. 137; Hr 137 

Su Han-ch*™, ft ft 11 , 66 
Su Kuo, ft a. II, 38 

Su Shih, ft I, 64. 73. 76, 77, 81, 83, 87. 
94 n-j 11 a n-. 116 ; II, 3, 4, 35, 96 iqq.» 34^7, 
39 > 50. 56. 68, 146, 147 
Su Tzu*yu, ft fb, n, 54 
Sun atin-tsi, ^ ft ft, M, 134 
Sun-fing (haoqrCh*i«i HsUan), ^ 11, 130 

Sun Shang-tza, ft I, 39, 

Sun Tai-ku, ft A ft. H, 5* 

Suji Wd fYDj, ft a 1^1, 1, iji; u, 35 
Sung Ch'i, il! Ill, 11, 3 
Sung Fa-chih, 5|e jtfe I. 45 
Simg-hsQeh Tao-jin (hao of Chao Meng-fu). 
f£ S? it A. n, 124 

Stag Kao Shg Chtan, i® (f ft, I. 108 n. 
Sung ihan, ft jlj, II, t8 
Sung Tsun^tuci, ^ 

Sung Tzu-fang, ^ ^ II, 38 

Ta-ch‘ih (hao of Huang Rung-wang), * ft|, 
IT. 137 

to tfun, A If ^ Sf, I, 82 
Ta-Ji fu. A « 1 ^. I, 73 
Ta-i^ ko A ± ffl, I. 73 «• 

Ta-turig, A 1 ^, II. 136 

Tai ^o (ofiidal laok), ft g. ij, 6, g, 83. 84, 

Boji 

Tai K‘uci, |£ j, 33 

^ai-an. ft S, II, 140 

Tai^u, il I, ga 

Tm-^g. A Jf. i, 123; II, 19. 6f. 74 

Pai-hua, A if. I, 135 

Tai Shan, ft ib, J, ,37; U, ^9 

Tan-dh lu (hao of K'o Chiu.45u), fl- ip, 11 1.7 

Tai Ph^ Tti Lt i'a. fl- ft m ft ^ 

Tati-hman tif Wang Yflan). ft ft, II, 132 

Tan-y^ng, fl- H, ^ 

jft 16 . I, 8a tl. 

Tang Ch^-tuni^ ^ ^ ,1^ 

Tang Tfa*ya, ^ U. 3* 

T^ane Tl, ^ ft, II, 

Tang Yin, II S. 11 , 106 
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Tao-l?n, I, r*5 

T‘an-ch*j*ii (izOofYiing Pu-chih), ^ 10 , H, ii 9 
■Pao Ch'ica, IH tS> 4 ® 

Tc-y(l chai, 1 . laC n. 

T6-ch*^ii (iJtQ of Yuch Shih-hauanJ, g, II, 46 
T£-mou (tzil of Vang Ping^chi}, ^ 11 , 9* 

TciigH±0'i], S Ip » 3 S 
Teng Wcn-yllan, 1$ J 5 g. II, i 36 n. 

T'feng Ch'ang-yu, |gi g fg, 1 , 1U. > > 4 : H. 3 ^ 
Ti Pao 4 >fflen, |(t R. I, 0«i: II» ’44 
Tiao Kuarig-yiii, ^ ^ JSl, I, iit 
Pieh'kuaJ, ^ 4 ®, II, laa 
Pieh I’a, M *5. I, as 
Ticn-chu, ^ », II, 10+ 

Picn-huang ssft, ^ M #t Ii 

Pieo-t'ai, ^ ■&, 1 , 4 T> ’® 4 , ’*5 "■ i ‘® 

PLcn t'an, lljf, II, 18 

T’ien Wo\g Svt^ Tjii, ^ I jS 75 

Pien*yu (hao of L»i Kuang), ^ jjjl, 11 , 145 

Pmg-chih (tzO of K« An), % ±,, H. t 47 

Ting chfin Tti, ^ Hi ^Ii % 

Tou Chicn-te, H IS I 5 i ^7 

TsaSimym ffi, n .6 n. 

Ta'ai CluDg, H I« 99 i 4 ”®, 9 ®' 

Ts‘ai Tien^'i, m 55 gt, H, M 

Ts‘m Yung, Ut I 

Taong Hii, 1 , a6 

Tjoo CA‘un, II, ti 

Ti’ao Chih, iff tft. 1 , an 

Ts'ao Chih‘pai. ff U, 145 

Ts'ao Chung-ta, 0 5 ^, I, 3 ®i 39 

TYao Pn, Iff H. Ip 93 t I*. 3 ®, 9 ’. ’S® 

T«*Bn Pit'haing, ff ^ ft. 1 , i 3 t a® 

Ts^-min (tzG of Chu T£-jun), ^ II, 133 

T*ou Fu-lci, H m IS. II, It.4,148 

TsuAvcng, 3 j£ ft. II. T03 

Ts'ui Po. n, 43-5 

Tj'ui-yea fhao oS Kitng K*ai), ^ ft, 11 , 13a 

T*'ui YOan, ft. T, 3 

ts'un pi (a, ft H 1, 83 

T!ung*han (Prince), ^ ft, 11 , 4 * 

Tsmg~ltiny ft ft, II, I TO 

Tu Fu, if; tS. 1 . 69 , 7t. 77, 96, III ; 111 4® 

Tu HsQn-hao, it ^ ft, 11 , 31 

Tu K'ai, it tS, I, 137 

Tu Pii tuy ft ^ II, 1, ifl 9 

Tu Tu (tzti Po-tu), it ft iS ft). I, 3 

Tuan Fang, ft I, ss. 4s. 87 » ’ ’ 3 ’ 5 

11, iji 

Tuan I, S Hi Up 49 

Ttin^iuang, ft ft, I. 38, 39, 31, 3®i 45 ) 47 ) 49> 


5 ‘. 53»54 ^ „ 

Tung Cli*i-eh‘a»g, ft ^ 1 . 1 , ao, 63, 64, 8t. 

82,83, ® 5 ~ 7 ) ^’^®) ’®7 5 11 ) 34 i 4 ®) 76 

Tung Cho, ft I, 26 

Tufig-lu, ft I, 74 , w 

Tung PeLyttan (tzfl of Tung Ytlao)» ft it flS) 

1) 132 

Tung Po-jSn, ft tli Ii 4 ® 


I 


Tungp-p'o (lino of Su Shih), ft 
Tuttg-p^o liith .Kbir Pit, ft ft H TtC ft. 11, 68 
Tung Tku Ch^ing iu, « 5 ^ ft ft. H. 30 
Tung i‘ing, ft ft. I. 34 , »<** 

Tung Ye, ft fl, I. 24 f.) 59 . 60, 97 i 11 , 105, loG 
Tung YQnn, ft %. t, 8 «, 132, ^33 1 ^I- 3 S, 3 ®. 

73 “ 3 . 84, 135, 138-140 
Tung-yQch tniao, ft H- I> 74 
Tze*atig (tz<l of Chao Meng-fuJ, Jn, II, 1241 
'S 7-9 

TzG-chnn (tzii of Su Shih), ^ ft, U, 3 ® 
Tze*chao (tzii of Shing Mou), II, 143 

Tzh-chiu (tzO of Huang Kung-wang), ^ 

111 *37 . , * . 

Tzil-cliuan (tzu of Shih K.‘o), ft, I, I*o 
Tzu'h» (tz* of T**ui Po), H , II, 43 
TzQ-hua (taQ of Pang Ti), II, 134 

Tstii-ku (tiiiofOian Mcng-chioi), ^ II, 112 
TzU-ming (tzii of JFn J4n-fii), ^ II, 134 
TzO-^h'^, ^ ft, II, 109 
Tzu^hfng asu, ft ft 4 ) 94 

Tz‘u-to qG, ft[ ft #1 I> 4*1 54 , 8® 

Tz‘e.an, ^ ^ci H. 75 
Tz*fl-p*mg, ^ 11 , 75 

Tz'u-yii, ^ II, 75 

Wnn Ho Sung ffng i'u, ft ffl it ft ft, H, 88 
Watt Hsia t'u, ft H ft. II, 37 
Wang An^hih, i njj ^1 H, 3 ) 5 i 49 
Wang Ch‘i.lian, i ft ®, I, *«5i *‘8 
Wang Chih-tcng, ft ffi, I, 65 
Wang Chin-ch'ing (Wang Hacn), ^ ft ft, 11, 

53 

Wang Chung-ehih, ^ ft M; H, 54 

Ck‘uan i'u, ft JlJ ft. 1 , 79. 82-4, 132 
Wang Ch'ung, ^ ft, I, 6 
Wang Fang-p‘ing, i I, 99 

Wang Hcng-yung, 3 E ft I, 13* 5 ^i * 38 ) *44 
Wang Hsi-chih, i H ±> *- 3* 8 t ; H, 15. «. 
a6, g8, 125* 133 

Wang Hsia, ^ I, 91 J H, 84, 95 
Wa:^ Hsiao, ^ ft, 1 , 129 
Wang Hsicn, £ H, 42 
Wang Hsien-chih, J ft I< 3) si 
Wang Hsdan.>ts'ti, i fti Ii 3 ) 2 ’i 45 
Wang Meng. J ft. I, 134; H. I 39 i *43 
Wang Mien, ^ jig, H, 148-149 
Wang Mo, 3 t ft, I, 91-2, 125 **■ 

Wang Shih-ch'ijJig, i I, a? 

Wang Shu^min, £ ft ft, 1 , 81 

Wang Shu-miiig, 5 ft P, 1 , *65 ; il, 135, 139 

Wang Tzft-yu, J ^ ffir H) *** 

Wang Wei, 3 £ ft, 1 , 32. 33 ) ^ 4 ) 7 ®- 7 *) 79 ^ 3 , 
93, 121, 122, 125, 128, 13a ; II. [14]) *9i 
35 n., 37 i 4s, 48, 5s, 87. ** 5 , *281 *46 
Wang Wfin-chih, i 3 : fSi 'I, 9 ® 

Wang-wu, ^ ft, II, iB 
Wang Yen, ^ I» i* 1 
Wang Yen^ttou, i. S ft) I) 5 
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Wang Yciv-sou, i H, 114, 14B 

w'wig Yu, I n, 3= 

Wang Yu-ch'ing, ^ i^S 

Wang Yuan, ^ |gl, 11 , 13^, 14G 
W'ang YUd, L 95 

Wei CkioD f'u, M H, I. 6 a 

IVtiHdi'ih l-seng, gt if Ze fS"- ^ *3- 

wd^rh'ih p^hlh-na, flj il ^ ® 55. •!> 

\Sa Fu-^itn. H ^ A. 1 . »3 

Wfl Hsich, Iftr 1. 13- 33 

Wd Hskn, Si g, U, 3a 

Wd-hdcn, sg i|. I, 133 

Wd-min, fit. 1, 7 S 

Wd-itiMh‘i (Viniabkirti], jfH ^ |p, L i37 
Wei Ssfi-li, H 1, 7“ 

Wd Yen, IS, I. 95* 9^ i ^^*3^ 

W^n-chi, S: *K* I* I ‘fl. > '9 ! ^ 

Win Ih-rhoa CA« P'd, S: BS tir K. > 4 ® 
lV6ii*Iiua lien, $ St* 5®’ 9® ■ 1^* ^9 
Wen IM ('ii, ^ ^ S, 11 , 911. 

Wtn-p'u-t'ao [l*ao of TzU-w^n), ^ H, 

f09 

Wen 'Tien-hdang, A )S' *1* “9* 

Wen Tung [YU-k'o\ % U. 36 - 9 , ‘ 04 . i44. 
146^ 

Wu Chen, ^ II, 135, 14"* > 4 ^ 

W'u^chiu (tsQ nf Ch‘ao Pu-chih), S H, 3® 
Wu-chou, ^ /H, 1 
W'u-chiin, Ip, II, 93i 

w'li-hji. n sa* t. '5 

Wu-haia, II, i 3 

Wu-Iiaing, ^ ft, I, aa ; 11 , 130, T39, J4a 

Wu-i, It 51 . ih 

H w jm, H S&» 

W’u Jung, M a* IJ. '39 
Wu-liiuig tsi'tt, ^ S jft> I, 6, 1] 

W'u-Iin, It 

VV’u-shing iniao, £ M ItH. 

Wu ShUiO, ^ 95 

Wn-tang, ^^,11,1® ^ 

W'u Tao-hsOan (yUan), ^ (tc J* Ij “'* 

aa n., 34 * 3 ®- 39 * 43-4, 53 * 64, 66* 7 ^ sqq * 
ut i 11, 32, 3®* 48. 70. 97*08, jai, 133, 146 
Wu-yU ftiU of Fang Ts'ung-i), 11 , 145 

W*u Yiian-yu, ^ % Hc, H, 43 ^ 
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Hsia Kuei. A Rain-Stofm. Kawasaki CoUeetloa. Kobe 













PI. 68, 
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PI. 69. 



Liu Siingmlwi, Minmt^n UndsMpe with Soldiifs on Honclwck. Palace Museum, Pdptag. 



PI 70, 










R. 71 



LI Sung. A Km! on A Stormy Sti. Mr. B, TokYu. 
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PL 72. 



Late Sung or Chin Painter. Fiinrus V^*chi rctuming from Exttc. Boston Miueum. 



















PI 73 



Slun, MDunt^o 4iid River, Freer GiUery, WAihingtotu 












PL 74 



Liang K'ai. SJutyamimi on Hi* Way w tbt Bodhi Tree. Count SataJ. Tokyo. 












PI. 75. 



Liulg K*ait Fift of a Scroll representing Sixteen Lohan"^ Mr. F* Abe. SumiyoshL 
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PL 76, 
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Pt 77 



Llasg K'*l, The Sixth Ch'vi Patrlarth leering up » Sulra Scroll. Cotint HatmtUita. Tokyo. 








































PL 79. 



Liang K'aJ, A Fair of He»Di alighting on RiKks, Count Dat^,^ Tokyo. 
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PI. 80. 



The ’WTi«tc*robeiJ Kiunyin. DaitakujJ. Kyoto. 




















PI. SI 



Mu*cli'l. Monkeys an a Pbie>B»nch. DsitakujL Kyoto. 











Mufch't, A Ch*»n Monk In MefUUtion. Baron Iwa&akL Tokyo. 
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HI. S3. 



Muith'i, 1. Returning Boats. Count Matiudaira, 2. A Wishing VilUge. Mr. Neau. Toky^ 
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PL S4. 



Mii^X Spanows on * Spriy of Biroboo Mr, Neut. Tokyo. 














PI 85, 
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Fl. 86. 























PI 87 



Iftdra, YiOBchun talking to a Visitor. Marquis Kurodo. Tokyo. 



























Fu^kiuitg, Two Lotuiiis. Baron Iwasakl. Tokyo. 












PI 89, 



Chang Fang<Ju» Landi$capc with Hratdboy. Baron Dan. Tokyo. 
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n.9o. 



Ch'en Jung,^ Four Dragons and Gushing Water among Rocks^ Bdstofi iMuseum. 










PI. 91 



Ch'en Jung. Dngon Jippearlng thmugh Mint and Wave*, Part of a Scroll. Boston Museum. 
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PI. 92, 










PI. 93, 



Jllvkuan, A Branch of Vine. Tenryuji. Kyoto. 












PI. 94 



. Tso« Fu^lci, A Brjoch pf » Pliiifl‘4r«. Freer Gallery, 
!, Chao Mengrtihieo, Nareisstls. Private Coll, China. 
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PI. 95, 



Wiing attributed to, Pium'^BlDissumsi. Freer Gaiteey. WasUlitglan. 
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PL 96. 



Taoii Fluid, A Branch of a Plum»Tree, "The Breath of Spring"- Freer Gallery. Washingtan. 













PI. 97, 



Yen Ilui. atTribuH'd to, A Meditating I.nban. Mr. Muravama. Oulia. 
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Vi. 98, 



Unknown Painter of the Chih#chen{; era [t341—67). Lohan. Fri^fe CoHect Japan. 
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PI 100. 
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Ytn HuJ, Attributed «o. A Cb«i» Monk- Borton Mu*e«ni. 












PI. lOl 



Unknown Palotct. Buddha Expounding lh« Law. Bwlon Museum. 
















PI. 102. 



Ctuo Meng^fii* Two Horace. M. A- Stodet. BrusscJs. 














PI. 103, 



Chao Mcog»fu, attributed to, Hor»es Crossing a River, Freer Gallery. 




























PL 104. 
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Chfto Meng'fu, A Coat and a Sheep* Freer Gillery* 
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W. 105. 





T«>.sh..g .(t„ CUo Tl. Sl««l Ho~. Mr, G. D.I Drag.. Nr. York 
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Chao Mcngvhi. ‘‘A Po«ticat Gatfacrini; in the Western Gsmici)"* Palace Muscuiq. Peiping. 














H. 107, 




Ch'leit and Lohisdeaves, Farts of a Stroll. Detroit loititute of Fine Ar». 
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PE. 109. 
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Yttin, A Branch ol Wild CamcUa- Mr. K. Magodit. Tokyo. 
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Pt 112. 



Liu Kiuii^taD, Lditdscipe with three Ports. Ereer GaUrry. 










PI. 113, 



Jen Jeti<Fa, Bamboo Garden with Pavilion. Kawasaki CoUecl. Kobe. 
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Kao K'o*kuag. Mountain in Raku Palace Muicum. Peiping 






PI. 115, 
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FI. 116, 



Hiiiing Kung^jrig. MountAin Village. Kjc. IrnpcriAJ tfous^haU Callccl, Peiplitig^ 




















H, 117, 



Hiuag Kung>wang Mountaih Village in Evening Mist. Mr, P'ang YfianKlii, ShangKai. 
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Vl'iing Mcng, High Mountains. Mr. Shao Fuiyjng, Pciping. 
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PI* 119 



Wang M€ng, MoutiUin Laodsupc with 4 Huinit's Abode. Mr. Tl Paoifasicn. Pctping, 
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a 120. 



Ni Tun, Autumn Luidscape. National Mu«uin. Stoclcholm. 












PI. 121. 
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Nl Tsan, Mountains at the River. Ex. Imperial Houscholil Collect Peiping. 















VC'u Chen, Favllion^ at the Moutitam Stream. Mr. Tl Fa«<hsien. Peiping. 
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PL 123, 



CbcTii Five Men In a Boat. Mf. F. Abe^ Sumiyo&KL 









PL 124. 



Wu Chen, Bamboo in tbc Wind. Boston Museum. 
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PL 125. 
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Fang Ts’ung4, Landaupe In MUt. Ex. [mpetial Housthnld GjHccI. Pciping. 







PL 126 . 



Wang Mien, A Btinch of 4 Plum^tKe. Mf. Skio Fiu^ing. Peiping, 
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